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In the torch race at Athens the burning torch was carried 
by one winner after another, each keeping the blaze alive and 
passing it undimmed to his successor. So for more than 
twenty years, as you have successively run through your col- 
lege course, you have handed on and kept alive the tradition 
of friendship for me. That friendship has lightened for me 
the gloom of sorrow and discouragement and has lent added 
brightness and warmth to my days of happiness. It is with 
heartfelt gratitude and affection that I dedicate this book 
to you. 



PREFACE 

In this book I have attempted to give a sketch of the 
history of sculpture from the beginnings of civilization in 
Egypt and Babylonia to the present day. The sculpture 
of the Far East is treated very briefly and, as I am per- 
fectly conscious, insuflBciently, because it has not afifected 
the development of our own art, but has led a separate 
existence, in spite of the influence exerted upon it by 
Greek sculpture. For similar reasons, and also on account 
of its lack of intrinsic merit, the sculpture of the Ameri- 
can aborigines, of the negro races, the tribes of Oceania, 
and other backward peoples has been altogether omitted. 
With these limitations, I have tried to include an account 
of all the important developments in tlie art of sculpture 
in ancient, mediaeval, and modern times, with such de- 
scriptions of individual works and information concerning 
individual artists as the space at my disposal and the 
available information permit. Since the hook is a history, 
not a series of essays, I have attempted no detailed criti- 
cism. A brief description of the materials and metliods 
employed in sculpture is contained in the Introduction. 

It has not been my purpose to compile a dictionary of 
sculptors, but I have included in the book a considerable 
number of names, believing that the usefulness of the book 
would be thereby increased, though I am quite aware that 
some of the names I have omitted, es{)ecially in the chap- 
ters on modern sculpture, may be no less important than 
some of those that I have mentioned. A choice had to 
be made, and I have chosen as best I could. 

Since this is a handbook, intended for the usr of the 
general public and of young students, not a work of re- 
search for the enlightenment of scholars, I have not given 
references to my authorities for statements of fact or 
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INTRODUCTION 

MATERIALS AND METHODS OF SCULPTURE 

Definit'wm. — Sculpture may be (lefintnl as the art of 
representation in solid material and in three dimensions. 
This definition is very general and for the purpose of this 
lK)ok needs some limitation. That which is represented 
may be a human figure, a group of figures, any natural ob- 
ject, an idea of the sculptor, a mere pattern, or even, in an 
extreme case, a plain surface. The size of the work may be 
c*olossal or it may be almost infinitesimal. In general par- 
lance, and in this book, the works of gem cutters, cameo 
cutters, seal engravers, goldsmiths, and silversmiths are 
not included under the designation of sculpture. They 
really are sculpture, but their small size demands peculiar 
technical processes and a treatment in many respects quite 
unlike that which is fitting for larger works. So, too, archi- 
tectural mouldings, linear patterns, finials, the channels 
cut in columns, and the like, although they may be regarded 
as forms of sculpture, are generally excluded. In this book 
only those branches of sculpture will be considered which 
represent the forms of human beings or animals, real or 
imaginary, or (in special cases) of plants. As a rule we shall 
consider only figure sculpture. 

Works of sc'ulpture so made that they can be approached 
or seen from all sides are said to be carved or modelled 
in the round, but if the figures or designs are not separated 
from their background, they are said to be in relief. Low 
relief {has relief, basso rilievo) projects but slightly from the 
background, middle relief {devii relief, mezzo rilievo) some- 
what more, and high relief (haiit relief, alio rilievo) still more. 
If a relief projects less than half the natural thickness of the 

xix 
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metal, or even, as a general thing, in wood. The clay model 
is then transferred to the other material. The processes 
'by which this is done will be very briefly sketched below. 

Work in Wood. — Sculpture in wood (any close-grained 
wood may be used) is executed with saws, knives, drills, 
and chisels of various shapes. The development of the 
tools has accompanied the progress of the art. The begin- 
nings of the process of making a work of sculpture in wood, 
and the method of transferring the clay model, when such 
a model is used, into wood are virtually the same as the corre- 
sponding steps in the execution of a stone work and need not 
be separately described. 

Kinds of Stone — Egypt. — The kind of stone available at 
different times and places has had no little effect upon 
sculpture. The Egyptians had at their disposal excellent 
limestone, fine-grained and not too hard, which is, however, 
not very strong. The result was the early development 
of reaUy fine carving, but, since the stone was not strong, 
the statues were often not cut free from the block of which 
they formed a part. Possibly, too, the clumsy ankles of 
many Egyptian statues may be due to the weakness of the 
stone and the sculptor's fear lest he ruin his work by trying 
to make the ankles slender. The Egyptian liking for very 
low relief may also be due in part to the quality of the lime- 
stone. For especially ostentatious works the EgjT^tians 
employed granite and basalt, hard stones which must have 
been very diflicult to work with the imperfect tools of the 
early periods. The sculpture in these materials is finished 
with exquisite care ; the smooth surfaces are highly polished ; 
but there is an evident avoidance of deep grooves or cuttings. 
This may well be, in part at least, because deep cuttings 
were very difficult to make. 

Kinds of Stone — Babylonia, Assyria, Greece — Imple- 
ments used. — In Babvlonia there was virtually no stone 
except what was imported. Nevertheless there was a good 
deal of sculpture in stone. If basalt or some other hard 
stone was used, the Babylonian sculptor polished his work 
and avoided deep cuttings, and if the stone was less refrac- 
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planes. In modern times the sculptor makes his clay model 
on a flat slab; his background therefore tends to be flat, 
and there is less likelihood that the extreme projections will 
be in one plane. Reliefs in early times were always colored, 
and the carving was often little more than a means of accen- 
tuating the outlines and suggesting the shadows of the 
painting; Egyptian, Assyrian, and early Greek reliefs are, 
probably for this reason, generally in low relief. 

Stone Sculpture — Early and Later Methods. — The sculp- 
tor of a statue in the round employed similar simple methods. 
Taking a block of quadrangular section, he drew on the 
front the outline of the figure desired, as seen from the 
front, and on the sides the outline of the side view of the 
figure. Then he cut away the stone not included in these 
outlines, working straight in until the cutting from front to 
back intersected that from side to side. He then had a 
rough, angular statue, which he could finish by rounding off 
the corners and working out details according to his ability. 
The practice of using clay models and transferring them to 
stone was, apparently, not introduced in Greece until the 
fifth century B.C., and probably did not become general 
until much later. It may have been employed in Egypt 
somewhat, but not much, earlier than in Greece. In the 
Middle Ages the stone used for sculpture was usually, 
except in Italy where marble was employed, the local 
building stone. The methods were simple, like those of the 
Egyptians and the early Greeks. Obviously such methods 
leave far more responsibility for the success of a large work 
in the hands of the stone-cutter (and correspondingly less 
in those of the designer) than the method by which the 
stone-cutter makes a mechanical copy of the designer's 
full-sized models. In modern times ' the sculptor makes a 
clay model from which he makes a plaster cast. The im- 
portant projections and depressions are marked in this cast 

* The modem methods, both for marble and bronze work, are treated 
in detail by Albert Toft, Siodellina and Sculpture, 1911. A briefer account 
of them is given in the Encyclopaedia Britannica, i.v, "Sculpture" and 
" Metal-working." 
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and the molten metal miLst be run in between them. This 
is done by the cire perdue (lost wax) or the sand process. 
Both methods were used in antiquity, as both are used now. 
In the cire perdue process a core of fireproof material is 
made of the shape of the object to be cast, but slightly smaller. 
Over this a coating of wax is applied, and in this coating the 
details of the work are executed. Then a coating of fire- 
proof material is carefully applied over the wax and made 
thick and strong enough to serve as a mould. This outer 
mould and the inner core are fastened together with pins 
of bronze, that they may not change their relative position. 
Various tubes are arranged in the core to serve as vents for 
air, etc. Then the whole is heated to harden the outer 
mould and to melt the wax, which runs out of holes at the 
lK)ttom. Then the molten metal is poured in, filling the 
space formerly occupied by the wax between the mould and 
the core. When the metal has hardened, the mould (and 
the core, so far as possible) is removed, the bronze pins are 
cut off, and any necessary treatment of the surface is per- 
formed. 

When the sand pnx»ess is used, a mould is made over the 
finished model, and is then taken off in pieces. These 
pieces are then put together and stuffed with sand (which 
is not pure sand, but a loamy earth which sticks together 
and endures heat). Then the pieces of the mould are re- 
moved, and a sand cast of the model remains. This is 
pared off, that is, its surface is removed to a thickness equal 
to that desired for the bronze of the finished casting. The 
piec^es of the mould are then fastened upon this sand core, 
being kept away from it and in the proper positions by bronze 
pins. The bronze is then i)oured in and allowed to harden, 
after which the mould is removed. Of course the core is 
supplied with tubes, as in the cire perdue process. When 
the sand process is (^mploytnl, complicated castings are 
usually made in several piect^s. In antiquity the cire perdue 
prcK'ess seems to have bt^en generally preferred. In recent 
years the electrotyi)e or galvanoplastic method is not in- 
frequently employed. The metal is dissolved, the prepared 



A HISTORY OF SCULFriIRE 



A HISTORY OF SCULPTURE 



CHAPTER I 

EGYPTIAN SCULPTURE 

Early Egyptian Civilization. — The beginnings of Egyp- 
tian sculpture, the first efforts of the dwellers in the valley 
(or, more probably, in the Delta) of the Nile, to form in wood 
or stone a rude likeness of man or beast, are lost to us. 
From a ver>' early period people lived in Eg>'pt, and stone 
implements, clay vessels, and other objects found in graves 
or among the sands of the desert tell of their primitive civil- 
ization, but little has been found among these earliest relics 
to indicate that the people possessed any peculiar artistic 
sense or any exceptional skill of any kind. Hardly any- 
thing that can properly be calletl sculpture appears until 
the time when Eg>'pt was united under the rule of one mon- 
arch and was far advanced in civilization. Long before 
that, as early as 4241 B.C., the calendar had been intro- 
duce<l, or ratlier invented, in the Delta; the people must 
therefore have possessed no little knowle<lge of mathematics, 
and were probably by no means rude or uncultured, but 
whatever sculpture existed in those early times has disap- 
peared. It is only after Ii40() B.C., when Eg>'pt was united 
under the first known king, Menes, that works of sc»ulpture 
were prcnluced which have come down to us, and there are 
comparatively few monuments of the time of the first two 
dynasties, 3400-2980 B.C. At this time the Egyptian 
sculptor is able to express his thoughts or conceptions 

B 1 



EGYPTIAN SCULPTURE 9 

but various attributes are employed to show that the king is 
identified with the gods or is under their especial protection. 
The throne upon which Chephren sits has lions' heads at the 
front comers of the seat and its feet have the shape of lions' 
claws. On one side it is decorated with stalks of lotus and 
papyrus and with the symbol sam, typifying the union of 
Upper and Lower Egypt. The face of the king is calm and 
powerful. It is not expressionless, and yet the expression 
has little of a purely personal character. One feels that the 
statue is a portrait, but not simply a portrait of a person. 
It is the portrait of a king, who is not merely a man like other 
men, but the embodiment of sovereignty, the representative 
of the gods on earth. Not all the royal portraits of Egypt 
are as impressive as this one of Chephren, but the type seen 
here is preserved with little change from age to age. The 
limestone of which far the greatest number of Egyptian 
statues consist, is not a very strong stone, and probably fof 
that reason the sculptors often refrained from separating the 
less bulky parts of their statues entirely from the block out 
of which they were carved. Many standing statues, in fact, 
are almost to be classed as high reliefs, for they are attached 
to a background of stone from the shoulders to the feet, or 
even throughout their entire length. The custom of leaving 
the background as a support is extended to harder materials 
and even to seated figures and groups ; it continues in vogue 
throughout the various periods of Egyptian history. A 
fine example of royal portraits executed in this manner is 
the group of Mycerinus, builder of the third pyramid, and 
his queen (Fig. 6), which was found at Ghizeh. 

Early Bronze Statues, — Even as early as the Old King- 
dom, the Egyptians were skilful workers of metal. In the 
museum at Cairo are two statues of copper, representing 
King Pepi I, of the sixth dynasty, and his son Menthesuphis. 
The statue of the king is not so well preserved as that of the 
prince, which is corroded, to be sure, but still wonderfully 
perfect. The sheets of copper were, it seems, cast in ap- 
proximately the desired forms, then laid upon a core of wood 
and beaten into the exact shape of the statue, after which 
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fine as the figure on the wooden tablet, but the same general 
excellence of modelling and line prevails. 

Conventions of Egyptian Art. — These reliefs, like nearly 
all Egyptian works of sculpture, were originally colored, 
which added to the clearness of the whole as well as to the 
brilliancy of appearance. In fact, if it were not for the 
delicate modelling of the surfaces, we might almost say that 
the carving was secondary to the coloring, — that the reliefs 
were paintings outlined by the sculptor rather than sculp- 
ture colored by the painter. The surfaces are, however, so 
exquisitely treated, at least in some instances, that the 
sculptor's work is clearly more important than that of the 
painter. In reliefs, as well as in paintings, certain conven- 
tions are observed, not only in the period of the Old Kingdom, 
but also in the later times. Human beings are represented 
with the head in profile, the eye as seen from the front, the 
shoulders also as seen from the front, and the legs and feet 
in profile. The purpose of this method is the attainment of 
the greatest possible clearness. The outline, or silhouette, 
of the human head, when seen from the front or the back, 
is not characteristic, and the same is true of the silhouette 
of the legs and feet; on the other hand, there is nothing 
of interest in the outline of the shoulders, when seen from the 
side. The Eg>T)tian artist, wishing to show the human being 
in the clearest possible manner, presents each part as if seen 
from the point of view which brings out its characteristics 
most plainly. Undoubtedly this metluKl was followed by 
the earliest artists because they could not make their meaning 
clear in any other way ; * but it was followed in later ages as 
a convention established by habit and tradition. The 
result is that the figures of Egyptian reliefs and paintings 
are unnatural, especially in the transition from the front 
view of the shoulders and trunk to the profile view of the 
legs, though the workmanship is usually so fine that one 

* Lftwy (The Rendering of Nature in Early Greek Art) would attribute 
these peculiaritieH to the fact that the nrimitive artist draws not from na- 
ture, but from memor>', and therefore draws each part as he rt»nieml)er8 it. 
ThiB is no doubt the case, but the wish to make his intention clear is also 
an important factor almost from the first. 
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stele of Menthu-weser (Fig. 10) may serve as an example of 
relief work of the eleventh dynasty. The deceased , a " domain 
superintendent" who administered lands for the king, is 
represented seated before a table of offerings. The relief 
is somewhat higher than was customary under the Old 
Kingdom, and the right shoulder is to some extent fore- 
shortened, so that the effect produced is one of greater 
liveliness and nearness to nature, and also of somewhat less 
delicacy. The modelling is, however, very fine, and all 
details are wrought with minute and tender care. Evi- 
dently the artists of the Middle Kingdom, while following 
closelv the traditions and conventions established under 
the Old Kingdom, were not slavish imitators. They pos- 
sessed some originality, which shows itself in spite of tradi- 
tion and is the more attractive because associated with 
beauty of technique and careful treatment of details. Never- 
theless it must, in general, be conceded that they are inferior 
to the great artists of the Old Kingdom who produced such 
masterpieces as the Sheik el Beled or the crouching scribe 
of the louvre and who fashioned the moulds in which Egyptian 
art was formed and in which it continued throughout the 
long centuries of its existence. 

The Empire. — Of the period which immediately followed 
the Middle Kingdom little is to be said. The progress of art 
cannot be accurately traced, partly because material is not 
abundant and partly on account of the difficulty of dating 
accurately the monuments which exist. With the second 
Theban period, called the Empire, which begins with the 
eighteenth dynasty, the number of monuments becomes 
very great. At first sight there seems to be little difference 
between these works and those of the Middle Kingdom, but 
on closer examination it is clear that the expansion of the 
Egyptian power, the increased intercourse with foreign 
peoples, and the prosptTity of the country brought new life 
into the practice of the arts. Even in the days of the Old 
Kingdom some statues had been made larger than life, and 
the great Sphinx at (Jhizeh — not to mention the pyramids — 
had shown plainly that colossal dimensions appealed strongly 
c 
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merely manual training, but the loving devotion of the 
artist to whom his art is the one great interest in life. 

It would be easy to multiply examples of the admirable 
works of sculpture produced during the Empire. In the 
best of them the qualities of careful workmanship, dignified 
attitudes, and, within the limits set by tradition, goo<i com- 
position are always pres- 
ent. Perhaps there is 
less freshness and origi- 
nality than in the best 
worlu of the Old King- 
dom, but the general 
average b so high, the 
multitude of works so 
great, and their scale in 
many instances so vast, 
that the period of the 
Empire may justly claim 
to be considered the 
greatest period of Egyp- 
tian art. 

Art after the Time of 
the Empire. — As the 
power of the Empire de- 
clined, the productive- 
ness of the Egyptian art- 
ists decreased and at the 
same time the quality of 
their work deteriorated. 

hi „ „ „ 1 „ FioVHE 14. — upper Part ol StatUPttc "1 
became more mechan- Qu^.^ Karomama. Thn Louvro. PikriB. 
leal, even when it was 

still fine in execution. The various conquerors of the country 
bnmght with them no new artistic inspiration. The 
old traditions were followed with little variation, and the 
natural result was a loss of spontaneity and vigor. Some 
of the works of this period of decadence are good, some are 
even interesting, but the greater number are me<liocre. 
The knowledge of technical processes, however, was pre- 
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sign and execution. At a comparatively late date, portrait 
heads are realistic and full of life, even when the bodies of 
the same statues are obviously modelled without any careful 
study of the living form. In the Ptolemaic and the Roman 
times, much sculpture of purely Greek and Graeco-Roman 
style was produced in Egypt, and at the same time the old 
Egyptian types were constantly repeated. Even upon these, 
however, Greek art exerted its influence, and some works 
show clearly the eflfect of acquaintance with Greek taste 
and tradition. Egyptian sculpture had by this time ceased 
to be a living, vital art. Its works still show technical skill, 
careful training, and industry, but no higher qualities. 
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feet are ill formed, the clasped hands, though wrought with 
exquisite care in detail, are imperfectly shap)ed, with exces- 
sively long, curved fingers, the necks are too short, even 
though the Sumerians were a short-necked race. Yet with 
all their defects, these statues are dignified and impressive. 
The mouths and eyes are excellent and natural, the cheeks 
and chins are well modelled. There is a sound realism, 
especially in the heads, which makes the statues of Gudea 
take rank with the best works of Babylonian sculpture. It is 
partly for this reason that the archaic period has been said 
to end with the Sargonid dynasty of Akkad, and the following 
period, extending to the Kassite conquest in the seventeenth 
century B.C., is called the period of developed art. 

Relief work of the time of Gudea exhibits the qualities 
which the statues would lead us to expect. Details are con- 
scientiously wrought, but perspective is incorrect, attitudes 
are, on the whole, stiff and conventional, the eyes of heads 
in profile are likely to be made as if seen from the front, and 
yet there is a degree of truth to nature which gives real 
aesthetic value to these compositions. 

Sculpture at Ur and Babylon, — About 2450 b.c. a dynasty 
came into power at L"r, which lasted somewhat more than a 
century. The founder of the dynasty was Tr-Engur, who 
was succeeded by his son, Dungi. In their time much 
excellent metal work was done, especially in heads and figures 
of animals. Some small figures of terra-cotta and other 
materials and many seals also exist which prove that good 
work was done in the lesser forms of art, but there are few 
works of large sculpture. At this time and in the («nturies 
that followed, the sculptors possessed no little facility, and 
some works, chiefly of small size, exhibit something that 
approaches grace and elegance, but in general it can hardly 
be said that there was any great advance after the time of 
Gudea. The members of the first Semitic dvnastv of Babv- 
Ion were patrons of art, but the stele on which Hammurabi 
(ca, 2100 B.C.) inscril)ed his laws, though it is carved with 
accuracy and, apparently, with ease, lacks the spontaneity of 
the earlier works. It is, however, rash to judge of the art of 
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this period is almost entirely limited to small reliefs, figurines, 
and seals ; it exhibits care in detail, and a certain mechanical 
excellence, but little originality or real life. 

Assyria. — Assyria is the country along the Tigris river, 
to the north and northeast of Babylonia. Whereas Baby- 
lonia is a rich, flat, alluvial plain, containing little or no 
stone, Assyria is for the most part a country of hills and 
valleys, plentifully supplied with stone. The rather soft 
Assyrian alabaster is excellent material for sculpture, though 
not equal to the best of the Egyptian limestone and far 
inferior to Greek marble. The earliest inhabitants of Assy- 
ria were apparently not Semitic; but a Semitic race, the 
Assyrians of history, took possession of the country at an 
early date. Civilization was at that time already far ad- 
vanced in Babylonia, and the Assyrians adopted Babylonian 
civilization. Like the Babylonians they built palaces and 
temples of crude brick (though their country offered suitable 
stone in abundance), like them they wrote in cuneiform script 
upon clay tablets. Though different places paid the highest 
honors to different gods, the religion of the Assyrians was in 
most respects identical with that of the Babylonians. The 
Assyrians, however, considered themselves the peculiar people 
of the god Asshur, from whom they derived their name. 
They were a nation of warriors ; their god was a war-god, to 
whom conquests were pleasing. Babylonian rulers warred 
with their neighbors, and even extended their rule beyond the 
limits of Babylonia to S>Tia and Armenia, but it was re- 
served for the Ass>Tians to conquer Egypt, as well as SjTia, 
Phoenicia, and great regions to the north, northeast, and 
east of their own country. 

Assyrian Sadpture, — The chief monuments of Assyrian 
sculpture are reliefs carved in slabs of alabaster, which once 
adorned (and protected from injury) the lower parts of the 
walls of the palaces of Assyrian kings. They record the 
glories of the monarchs and commemorate their victories in 
war and in the chase. Beside the d(M)rways were great man- 
headed winged bulls, or sometimes lions, to guard the portals, 
and sculptured demons also served to strike terror into any 
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eagle and the intelligence of man. An interesting detail in 
these figures is the introduction of a fifth leg, evidently in 
order that the figure, when seen from the side, should not 
appear to be three-legged. The same peculiarity is seen in 
the superb lion from the same palace and in other similar 
works of Assyrian sculpture. 

The Gates of Balawat — The bronze reliefs from the gates 
of Balawat, now in the British Museum, belong to the time 
of Asshumazirpars son and successor Shalmaneser III (860- 
825 B.C.). The gates were of wood, adorned with strips of 
bronze nine inches wide. The figures, wrought in repouss6, 
are only 2^ to 3 inches high, but they are admirably designed 
and executed. The scenery represented includes a circular 
fortification, an arched bridge, mountainous country, and a 
lake, perhaps Lake Van. In these surroundings are troops on 
the march, captives brought before the king, the performance 
of religious ceremonies, and other scenes of a victorious 
campaign. Too much attention is paid to the details of 
trappings of horses and the like, water is rendered in a very 
conventional manner, the eyes of persons seen from the side 
are represented as if seen from the front, but the figures are 
well designed, the attitudes are lifelike and real, and the 
scenery, though by no means perfect, serves to make the 
action, or rather the stor>% perfectly clear. On the whole, 
these small reliefs are among the most interesting works of 
Assyrian art. 

Apart from the bronze reliefs of Balawat, the black obelisk 
of Shalmaneser III and the stele of Shamshi-Adad VII (823- 
811 B.C.), both in the British Museum, are almost the only 
monuments of the sculpture of their reigns, and Adad- 
Nirari IV (810-782 B.C.), whose wife was Sammuramat, 
probably the same whom Herodotus calls Semiramis, has 
. left us two statues of the god Nabu. These works add little 
to our knowledge of Assyrian art. There are more remains 
from the palace of Tiglathpileser IV (745-727 B.C.). These 
differ from the reliefs of Asshumazirpal in representing more 
scenery and sometimes in giving slighter proportions to the 
human form; but there is no essential difference in style. 



(^HAPTER III 

HITTITE, PERSIAN, PHOENICIAN, AND CYPRIOTE 

SCULPTURE 

The Hittites. — The Hittites have long been known through 
somewhat casual mention in the Bible, and inscriptions and 
other monuments discovered in comparatively recent years 
have made it clear that they were a powerful people for cen- 
turies. Hittite monuments have been found at various places 
from Gerger and Malatia on the Euphrates to Smyrna and 
Ephesus on the Aegean Sea and from Eyuk, about fifty miles 
in a direct line from the Black Sea, to Iloms, some fifty miles 
south of Aleppo, in Syria. The first appearance of the 
Hittites in history is about 200() B.C., when they are so power- 
ful as to overthrow the first Babylonian dynasty and capture 
Babylon. They seem at that time to have had settlements 
in southern S>Tia and on the Egyptian frontier. In the 
fifteenth century B.C. the Egyptians find them in northern 
Syria. In the fourteenth century their capital was at Boghaz 
Keui (the Pteria of Herodotus) in Cappadocia. This was 
the period of their highest power. In the far-reaching 
movement of peoples in the twelfth century the Hittites lost 
ground, probably in great measure on account of the attacks 
of the Phrygians, whose power grew until in the eighth cen- 
tury they ruled a large part of Asia Minor. But Hittite 
power revived in the tenth century, though its chief seats 
were then, apparently, in Cilicia and northern Syria. For a 
long time the Hittites struggled against the Assyrians and 
also the Varinic kings, but they finally succumbed to the 
Assyrians in the eighth century. 

Monuments of Hittite Sculpture, — Monuments of Hittite 
sculpture are for the most part reliefs carved in the native 

41 
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In the sculpture of the later period the Assyrian influence 
is very marked. Assyrian conventions, for instance, in the 
treatment of the hair, were adopted, the winged disk appears 
as the symbol of deity, and Assyrian motifs are employed ; 
but the figures are lifeless and climisy, the proportions and 
attitudes unnatural, and the composition ineffective. Evi- 
dently sculptors of little or no ability are here attempting to 
imitate the work of the Assyrians. Hittite inscriptions are 
usually carved in relief, but sometimes merely incised in out- 
line. The characters are hieroglyphic or pictographic, there- 
fore the inscriptions are in a way works of sculpture; but 
as such they are inferior to the larger reliefs. 

In general, the Hittites do not appear to have made any 
, original contribution of value to the art of sculpture ; but 
they practised the art, albeit somewhat rudely, and were 
doubtless one of the channels through which the culture of the 
East passed into Asia Minor, whence its influence spread to 
Greece ; but as yet it is difficult to determine how great the 
importance of the Hittites was in connecting the East with 
the West or how their art affected that of other peoples. 

Sculpture of Other Peoples of Asia Minor. — The Phrygians, 
Lydians, Lycians, Carians, and other peoples of Asia Minor, — 
most of whom entered the country about the twelfth century 
B.C., — all practised the art of sculpture to some extent, and 
some monuments of their art exist. Among them the remains 
of Phrygian sculpture are perhaps the most numerous and 
striking, but even these are of little real importance. They 
show that the Phrygians, like the Hittites, were under the 
influence of Assyrian art and served as intermediaries between 
the East and the West. This r61e was later undertaken, so 
far as Asia Minor is concerned, chiefly by the Lydians, whose 
empire included some of the Greek cities of Asia Minor and 
was on terms of friendly intercourse with continental Greece 
in the seventh and sixth centuries B.C. 

The Persians, — The Persian empire began with the over- 
throw of Astyages by C\tus in 558 B.C. and ended with the 
defeat of Darius Codomannus by Alexander the Great in 
330 B.C. Persian sculpture existed, so far as can be deter- 
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color the walls, but to mark and emphasize parts of architec- 
tural significance. This was a real innovation, a great step in 
advance, whether due to Greek influence or to the genius of the 
Persians themselves. Greek influence is possible, for Greek 
art was already growing great in the sixth century, and Greeks 
were already subjects of the Persians, but they dwelt near 
and beyond the western borders of the empire, and it is 
hardly likely that their influence would be strong in distant 
Persia itself. The most striking use of sculpture in archi- 
tectural decoration is seen in the great bull-capitals of Susa 
and Persepolis (Fig. 28). They are brilliantly executed, full 
of life, and yet, with all their natural vigor, sufficiently con- 
ventional to serve as harmonious parts of an architectural 
whole. 

The Phoenicians. — The Phoenicians occupied a narrow 
strip of land in Syria, between the Lebanon range of moun- 
tains and the sea, not far from Babylonia toward the east or 
from Egypt toward the south. In language and racial quali- 
ties they were related to the Hebrews, but their religion 
never became monotheistic and always retained some primi- 
tive and savage traits. Their cities were separated by pro- 
jecting headlands, so that they were prevented from uniting 
and forming one nation, but existed side by side as indepen- 
dent communities. We possess no monuments of art which 
can be attributed with any certainty to the Phoenicians in 
the earliest stages of their history. 

At the time of the Eg>'ptian Empire, in the sixteenth cen- 
tury B.C., they became vassals of the Egyptians ; they there- 
fore received, in exchange for the tribute they paid, the pro- 
tection of the greatest military power of the age, and also free 
entry into Eg>T)tian ports. Sidon was at this time the most 
important Phoenician city, and under the supremacy of 
Sidon, which lasted until the rise of Tyre, the Phoenicians 
extended their trade to Cyprus, all the coasts and islands of 
the Aegean, Greece, the coasts of the Black Sea, Sicily, Italy, 
and northern Africa. During this time they were important 
as intermediaries between the East and Europe, especially 
toward the end of the period, when the naval power of Crete 
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tive. The quality of workmanship also varies greatly, some 
of the paterae being finely wrought, while others were evi- 
dently turned out for thfe trade, with no care for accuracy or 
refinement of work. 

Phoenician work in general lacks vigor, precision, and 
delicacy of technique ; it can therefore be distinguished from 
Egyptian and Assyrian work, even when it is consistent in 
style. Very often, however, it is characterized by confusion 
of misunderstood Egyptian and Ass>Tian motives, and some- 
times the combination of disk and crescent, or an inscription 
in Phoenician characters, serves to identify an object as 
Phoenician, even when it is found in some distant region. 

The Phoenician, or Punic, art of Carthage was chiefly 
under the influence of Egypt, which yielded gradually to 
that of Greece. After the Roman conquest Phoenician art, 
in Syria as in Africa, was Roman (or Graeco-Roman) art, 
with no distinctive Phoenician characteristics. 

Cypriote Art. — The art of (^prus may be conveniently 
discussed in connection with that of Phoenicia, because parts 
of the island were inhabited by Phoenicians. But other 
parts were settled by Greeks, and the original inhabitants 
were neither Greeks nor Phoenicians. In the earliest times 
Cyprus may have influenced its neighbors on the mainland 
quite as much as it was influenced by them. But the remains 
of early Cypriote sculpture, if sculpture it may be called, 
are virtually limited to ornaments modelled in relief or in the 
round upon vases, tripods, and other utensils, and to terra- 
cotta figures of men, women, and beasts, especially oxen. 
Most of these are rude and coarse, but in them the rudiments 
of a characteristic style appear, traces of which are visible 
in the inferior and strictly native terra-cottas even until the 
Ptolemaic period. 

Sculpture in stone hardly begins in Cyprus before the 
Assyrian conquests in the eighth and seventh centuries. 
Under Assyrian influenc»e fuller forms, more definite and for- 
cible poses appear than ha<l been attained in the earlier 
figures, drapt»rv' is elaborated, and the types of Cypriote 
armor are establishtnl. The long, narrow proportions and the 
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GREEK SCULPTURE. THE PREHELLENIC AND 

ARCHAIC PERIODS 

The Hellenes and the Earlier Inhabiiants of Greece. — The 
history of Greek sculpture properly so called begins hardly, 
if at all, before the seventh century B.C., when the Hellenes, 
the race which we call Greek, had established more or less 
well-ordered social life in their numerous independent com- 
munities and began to develop the arts. This race began 
to enter Greece at least as early as the eleventh century, 
but for many centuries before that time the country had been 
occupied by people of another race or other races. A 
powerful, rich, and luxurious civilization had grown up, 
flourished, and decayed. When the Hellenes entered Greece, 
they found fortified towns and palaces to be conquered be- 
fore they could call the country their own. The process of 
conquest was undoubtedly a long one, and when it was 
ended the conquered people were not all killed or driven 
away, but many must have remained as the slaves, serfs, 
or fellow-citizens of the conquerors. The Greeks of the 
historical pericxl were therefore a more or less mixed race 
and inherited some of their qualities from the earlier in- 
habitants of the country. Moreover, stone walls, objects 
of metal, and sculptured stones wrought by the earlier folk 
were still in existence, so that the Greeks, when they began 
to cultivate the arts, had before them various objects which 
they could imitate. Possibly the technical traditions of 
the earlier time may even have been preserved in some meas- 
ure. The art of Prehellenic Greec*e is therefore of interest 
to the historian of Greek art, and many of its products are in- 
teresting and beautiful in themselves. The existing monu- 
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over the known world. In the first period certain types of 
statues were developed and technical ability in the carving 
of marble and the casting of bronze was acquired; in the 
second period the stiffness and awkwardness of early art 
was overcome, further technical skill was gained, and the 
most admirable expression of physical beauty and typical 
perfection was achieved; in the third period pathos or 
individual feeling and emotion led to a partial abandonment 
of the ideal of perfection ; and in the fourth period the study 
of anatomy, the desire to express emotion, and the influence 
of Rome and of the East led to exaggeration of muscular 
detail and to contorted postures in some instances, to osten- 
tation or to excessive realism in others. In the end, Hellen- 
istic art developed into Roman art in the West and Byzan- 
tine art in the East. 

The Archaic Period 

Types of Early Statues. — Three main types are exhibited 
by the earliest Greek statues : a nude, standing male figure ; 
a draped, standing figure, usually female; and a draped, 
seated figure, which may be either male or female. In all 
of these types the "law of frontality,'' which we noticed in 
Egyptian sculpture (page 10), is observed. The head is 
always erect, and turns neither to right nor left. 

The Standing Nude Type, — The standing male figures 
resemble in posture the standing Egyptian kings or the Sheik 
el Beled (page 5). The left foot is advance<l, but the weight 
is borne equally by both feet, and the hands of the earlier 
examples hang straight down at the sides, though in the later 
statues there is some variety in the position of the hands. 
The earliest of these figures now existing may belong to the 
beginning of the sixth century, but the type remained in 
vogue for many years. Some examples of the type are of 
rude workmanship, others exhibit no little skill and even 
delicacy in execution. In some the surfaces are more 
rounding than is natural, in others it seems as if the sculptor 
had tried to make the surfaces as flat as possible. Such 
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were formerly, on account of their nudity and for other 
reasons, supposed to represent Apollo, and the type is 
still called the "Apollo type"; it is, however, certain 
that many of these statues were set up to commemo- 
rate athletic victories and represented no god, but human 
victors. It is from this type that the later nude statues, 
both of gods and men, were developed. It may well 
be that the Greeks borrowed it in the first place from 
Egypt, but they transformed it at once by making it entirely 
nude, and then proceeded to give it variety and animation 
such as is unknown in Egyptian art. 

The Standing Draped Type. — One of the most primitive 
examples of the standing, draped, female type was found at 
Delos and is now in Athens. An inscription carved on its 
left side informs us that it was dedicated to Artemis by a 
woman named Nicandra, from Naxos, and the forms of the 
letters indicate a date early in the sixth century. The 
statue is a long, flat slab of marble, about twice as wide as it 
is thick. Upright cylinders (now broken) at the sides rep- 
resent the arms, and two formless projections near the 
bottom, where the stone suddenly becomes thicker, are the 
feet. The breasts are hardly indicated by a slight swelling. 
The features are now nearly obliterated. The hair falls 
outward from the head, almost in the form of the Egyptian 
klaft, and continues in well-marked locks over the shoulders. 
There is little about this figure to remind one of a living being. 
Its flat surfaces are probably due to the fact that the slab 
as it came from the quarry had nearly its present form, which 
the sculptor was unable to change materially. Another 
figure, the so-called Hera of Samos, now in the Ix)uvre, was 
dedicated, as its inscription states, to Hera by a certain 
Cheramyes. The letters indicate a date about the middle 
of the sixth century. The shape of this figure is quite as 
remarkable as that of the statue dedicatee! by Nicandra, 
but it is very different, cylindrical, not flat. The folds of 
the drapery are represented by fine, parallel lines. Other 
statues seem to show that the roundness of form and the 
peculiar manner of treating drapery were features of the 
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Samian style of art. Possibly the roundness resulted from 
the habit of cutting off equally the four edges of a square 
block of marble. It was in making such figures as these — 
too flat or too cylindrical, with the folds of drapery not 
marked at all or marked by an excessive number of parallel 
engraved lines — that the Greek artists began to practise 
the representation of the draped human form. 

The Seated Draped Type. — The seated draped type may 
perhaps have been borrowed from the Egyptian type of 
the seated Pharaoh (page 62), 
which it resembles very closely. 
It is, however, a natural type, 
and may therefore have arisen 
spontaneously among the 
Greeks. Several good exam- 
ples of it, dating approximately 
from the middle of the sixth 
centmy, were found at Bran- 
chidae, near Miletus, beside the 
sacred road that led from the 
temple of Apollo to the sea 
(Fig. 37). They are now 
in the British Museum. The 
statues are heavy, almost 
clumsy, and present little or 
- Seated Figure no appearance of life. The 
n-Bruckmann. 142.) drapery of the different fig- 
ures is not exactly alike, but 
it is all treated with excessive flatness, and the folds are 
distressing in their regularity. These defects were probably 
less noticeable when the statues were enlivened with color. 
The three tj-pes described above are substantially the 
same as those employed by the Egyptians ; and among the 
early Greeks, as in Egypt, these types and their derivatives 
were virtually the only tj-pes of statues employed as in- 
dependent works of substantive sculpture, as distinguished 
from decorative sculpture which naturally, whether it be 
in the round or in relief, admits, and even demands, much 
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greater variety. These three types were invented, or 
adopted, at an early date, and were in current use before 
the middle of the sixth century B.C. The development of 
decorative sculpture was also well under way at this time. 
The two classes of sculpture develop side by side, each 
exerting a strong influence upon the other. The art of 
painting also influenced that of sculpture, especially when 
employed in decoration. 

Ionic andDoricArt. — The Ionic Greeks on the coast of Asia 
Minor possessed fertile territory and carried on a profitable 
trade with the inhabitants of the interior, from whom they 
acquired wealth and a taste for luxiu*y. The Doric Greeks 
of the Peloponnesus occupied a relatively poor country and 
had little opportunity to enrich themselves by trade ; they 
were, moreover, in constant danger of attack from the people 
they had conquered and held in subjection. These conditions 
are to some extent reflected in the archaic sculpture of lonians 
and Dorians. Ionic sculpture tends toward softness, rounded 
forms, elaborate drapery, and an appearance of richness, 
while Doric sculpture exhibits more athletic forms and, on 
the whole, more nude male figures, with less elegance and 
splendor. The early Greek artists, however, were by no 
means always employed in their own homes, but Dorians 
worked for lonians and vice versa, and therefore the dis- 
tinction between Doric and Ionic art should not be too much 
emphasized. 

Chian Sculpture. — The statues from the sacred way at 
Branchidae (page 62) may serve as examples of early Mile- 
sian sculpture, and early Samian art is represented by the 
so-called Hera (page 61).^ The primitive statue dedicated 
by Nicandra of Naxos (page 61) was probably made by a 
Naxian sculptor. The island of Chios was an important 
centre of art in the sixth century. The earliest Chian 
sculptor whose name is certainly known is Mikkiades, 
whose son, Archermus, and grandsons, Bupalus and Athenis, 

1 Rhoecus and Theodorus of Samoa are said to have been the first to 
cast statues of bronze. They probably introduced from Egypt the method 
of casting statues hollow a little before the middle of the sixth century. 
Theodoras and Telecles were said to be sons of Rhoecus. 



THE PREHELLENIC AND ARCHAIC PERIODS 71 

wear a meaningless smile, like that of the "Apollo" from 
Tenea (Fig. 36), which is absent from those of the eastern 
pediment. The fallen warrior from the eastern pediment, 
perhaps the best of all the extant figures, has even a well- 
portrayed expression of pain (Fig. 43). The defects were 
doubtless not so noticeable when the statues were new and 
hair, eyes, arms, clothing, and various accessories were 
brightly colored. Taken all in all, these groups are striking 
proofs of the ability of the Aeginetan sculptors at the time 
when they were executed; but unfortunately we cannot 
date them accurately and must content burselves with the 
statement that they were made toward the end of the sLxth 
century B.C. 

Archaic Sculpture at Athens. — Archaic sculpture at Athens 
is better known than at any other place, owing to the fact 
that when the Athenians returned to their city after the 
retreat of the Persians in 479 B.C., they found their temples 
and statues overthrown and broken. They proceeded to 
level and extend the upper surface of the Acropolis, and used 
broken statues and fragments of temples as convenient 
material for filling cavities and building out the edges of the 
hill. In this way many works of sculpture, fragmentary, 
to be sure, but still of inestimable value to us, were covered 
up and preser\'ed, to be excavated in the latter part of the 
nineteenth century-. 

Among the earliest extant works of Attic sculpture is a 
relief which once adorned the pediment of a small building. 
It is a low relief, carved in a soft and coarse variety of the 
limestone called poros stone. It represents the combat of 
Heracles with the Lernaean Hydra. In the middle is 
Heracles, brandishing his club. One entire half of the pedi- 
ment is occupied by the Hydra, with its sinuous folds; in 
the other are lolaus, the faithful companion of the great 
hero, the chariot and horses of Heracles, and a giant crab, 
which was sent by the gwldess Hera to distract the attention 
of lolaus. The composition is simple and clear, but lacks 
symmetry. The artist was able to fill the triangular space 
at his disposal, but not to fill it in a satisfactory- manner. 
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his style as seen in a draped female figure may perhaps be 
derived from the so-called Penelope in the Vatican, though 
there is no definite reason for ascribing this work to him. 
The Choiseul-Gouflier Apollo (Fig. 49) and its replicas may 
show the style of Calamis, but this also is uncertain.^ Works 
of this time, and Roman copies of such works, are numerous 
enough to give us a general idea of the qualities of the sculp- 
ture of the period, but not to enable us to attribute individual 
works with any certainty to the artists whose names are 
known. 

Charioteer of Delphi. — Among the extant original works 
of this period, the most important, apart from the sculptiu'es 
of the temple of Zeus at 01>Tnpia, are the bronze charioteer 
at Delphi and the latest metopes from Selinus. The 
former was part of a group in which, besides the chariot and 
the horses, the goddess of Victory was present, probably 
also other persons; but of all these only small fragments 
remain. The dedicator was apparently Polyzalus, victor in 
the chariot race at Delphi in 474 B.C., and at that time ruler 
of Grela, in Sicily. The youthful charioteer (Fig. 50) stands 
quietly upright, holding the reins in his right hand. The 
left hand and most of the left arm are wanting. The atti- 1 
tude is one of repose, calm dignity, and reserved strength.^ 
The head is well formed, the face quiet but alert. Above 
the band that encircles the head the hair is represented by 
ciu-ves in low relief, but below the band, near the ears, the 
curls were more freely rendered, being cast, at least in part, 
separately and then attached to the head. The eyes were 
of paste, white, with dark centres. The drapery is admirable, 
especially the small folds on the arms, shoulders, and back. 
There is nothing about this figure to remind us especially of 
the pediment statues from Aegina, but those are of marble 

ences to stiffness would refer to the sculptor of the fifth century, and those 
to delicacy and charm to the later Calamis. 

> This statue exemplifies the uncertainty of attributions of copies of 
lost works to artists whose styles are known only h^' the vague statements 
of ancient writers. It has been ascribed to the Attic sculptor Calamis and 
also to Pythagoras of Rhegium, who was l>orn at Samos. but lived for the 
most part among the Dorians of Sicily and Magna Grecia, and was famous 
for the realism of his works. 
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diariot race between Pelops and Oenomaus is represented. 
Zeus occupies the centre, with Pelops at his right and Oeno- 
maus at his left. Next to Pelops stand Hippodameia, 
whom he is to win as the prize of victory, and next to 
Oenomaus his wife Sterope. A seated or crouching figure, 
four horses with a chariot, two more crouching or seated 
figures, and a reclining nude male figure follow in this order 
in each side. Pausanias says the reclining figures in the 
comers are the river gods Alpheua and Cladeus. No action 
is represented ; all the figures are in quiet postures. The 
composition is clear and simple. The five erect central 



figures form one group, the chariots with the horses and 
their attendants form two other groups, and the reclining 
figures in the comers indicate the scene of the story. In 
each group each figure on one side of the centre of the pedi- 
ment corresponds to a figure on the other side. 

Western Pediment. — The statues in the westem pediment 
represent the combat of the Centaurs with the Lapiths at 
the marriage of Feirithous, a scene of the wildest, most vio- 
lent action. Calm and unmoved in the midst of the tur- 
moil, in the very centre of the composition, stands Apollo, 
with outstretched arm, the invisible divine arbiter of the 
struggle. At each side a hero (probably Theseus at the right 
and Feirithous at the left of the god) b striking at a Centaur 
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who has seized a maiden ; then follows at each side a group 
of two figures, a Centaur and a boy and a Centaur and a 
Lapith; then on each side a group of three — a woman 
seized by a Centaur whom a kneeling Lapith forces to the 
ground ; then an old woman partially reclining on a cushion ; 
and in each comer a recumbent female figure, probably a 
nymph, or possibly a maiden who has escaped from the fray. 
These recumbent figures and the god in the middle of the 
pediment are the only persons not engaged in violent action. 

Composition. — In one pediment all is inactive and quiet, 
the other is full of action and turmoil. Yet the same prin- 
ciples of composition are employed. Zeus, in the middle 
of the eastern pediment, is flanked by two closely connected 
pairs (to which the figures seated on the ground may belong 
as attendants), in the western pediment two groups of three 
are struggling beside Ai)ollo; in the eastern pediment the 
chariots and attendants balance exactly, in the western two 
groups of three and two of two persons produce the same 
effect of symmetry; in each pediment recumbent figures 
fill the corners. The groups in the two sides of each pedi- 
ment correspond, and each individual figure in each side is 
balanced by a figure in the other. The symmetry is exact 
in both pediments, and is produced in the same way. The 
difference between the two compositions is due simply to 
the difference between the scenes represented. 

AiUhorship. — The pediment sculptures are alike in 
number of figures, in rigid symmetry of two halves divided 
by an upright figure of a god, in formation of small groups in 
each half. They are alike in the outlines and proportions 
of the human bodies, in the shapes of the heads, in the 
treatment of drapery, muscles, hair, eyes, and other details, 
and also in technical execution, though in each pediment the 
execution is very uneven.^ According to Pausanias, the 
eastern pediment is by Paeonius of Mende, the western by 
Alcamenes, the pupil and rival of Phidias. But we have seen 

1 In the western pediment, the two reclining figures at the north end and 
the old woman and the right arm of the nymph at the south end are ancient 
restorations. They differ in material (Pentelic marble, the rest being Parian) 
and workmanship from the other figures. 
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of vigor ; the composition, in spite of its somewhat too rigid 
symmetry, is skilful and effective. Minor faults of design 
and unevenness of execution would not have been visible 
when the figures were in place high above the beholders, and 
moreover they were disguised and hidden by free use of 
color, which enhanced the brilliant effect of the whole. 

Three Great Sculptors. — At the time when the temple of 
Zeus at Olympia was finished the three most famous sculptors 
of the fifth century, Myron, Phidias, «nd Polyclitus, were 
already known, though the last named, and youngest, had 
only just entered upon his career.^ 

Myron, — M>Ton of Eleutherae, a small town on the 
borders of Attica and Boeotia, was born not far from the end 
of the sixth centur>% and his chief actiWty was in the second 
quarter of the fifth century. He belongs to the period of 
transition as a younger contemporary of Critiu^ and Nesiotes 
and of Calamis, and he was also an elder contemporary of 
Phidias. He was especially famous for his bronze statues of 
athletes and animals. His bronze cow was said to be so 
lifelike as to deceive living cattle and even insects. Many 
of his works are described by ancient writers, and a few 
of them are known to us through copies made in Roman 
times. Among these Ls the Discobolus, or disk-thrower (Fig. 
54),^ the best copy of which is in the Lancelotti palace in 
Rome. The moment just before the cast is chosen, when the 
athlete has bent and twisted his whole form, to straighten 
it out in the next instant of supreme exertion. The general 
attitude, the tense fingers of the left hand, the bent toes of 

I Pliny (iVo/. Hist, xxziv. 57 and 55) says that Myron and Polyclitus 
were pupils of Hageladas of Argos, who is mentioned as the teacher of 
Phidias by Tzetzes and a scholiast on Aristophanes. The statement is 
probably true of Polyclitus only, but it is interesting to note that the an- 
cient writers from whom the late authors mentioned drew their information 
saw nothing improbable in the assertion that the two great Attic sculptors 
were trained in the Argive school. 

* The tree trunk, which serves as a support in the Lancelotti statue and 
other replicas, is necessary in the marble reproduction, but was not needed, 
and was therefore not present, in the bronse original. For this reason our il- 
lustration gives a better idea of the original than a direct phot/)graph of the 
Lancelotti statue would ;do. Many marble copies of bronse statues were 
made in Roman times, and most of them have supports similar to this. 
When the bronze original is under discussion, the support must be disregarded. 
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by ancient writers, but only two, the Athena Parthenos and 
the Zeus, have been identified with certainty in later 
copies.* 

Polyclitus. — Polyclitus, the third of the great masters 
of the fifth century, was an Argive, though probably of 
Sicyonian birth. His earliest known work is the statue of 
Cyniscus, winner of the boys' boxing match at Olympia in 
462 B.C. About 423 he made the great chryselephantine 
statue jof Hera in her temple near Argos. His life must then 
have extended from about 490 or 485 to 423 B.C. or later. 
His works, almost exclusively of bronze, were chiefly stat- 
ues of victorious athletes. All these figures, so far as is 
known, stood erect, with the weight borne chiefly on one 
foot. This was not peculiar to the works of Polyclitus, but 
the arrangement by which the figure appears to be walking, 
with the weight borne by the foot that is the more advanced, 
seems to be his invention. The ancient critics regarded him 
as one of the greatest artists, but his greatness appears to 
have resided rather in the perfection of proportions and tech- 
nique than in fertility of invention or grandeur of concep- 
tion. 

None of his works is preserved in the original, but three 
of his most famous statues exist in marble copies.* These 
are the Doryphorus, the Diadumenus, and the Amazon. 
They are alike in the relatively broad, square head, square 
shoulders, and powerful forms, and all stand in the walking 
posture described above. The Doryphorus was called the 
**(^anon'* and was regarded as the model of proportions 
(Fig. 58). It is indeed little more than a typical example of 

' III 1803 Profcwtf)r FurtwanKlcr romhinod a head in BoIo|:na with a 
t<jr80 in Dresden and rcconHtrurte<l a ntatue of Athena which is clearly a 
work of the time of Phidias. It may be, though this is far from certain, 
a copy of the Athena Lemnia, a bnmze statue by Phidias, which was set 
up on tlie Acropolis at Athens about 450 B.C. Other existing statues have 
been claimed as copies of works of Phidias, but none of these idontificationa 
has been as yet universally accepted. 

' Pausanias. ii, 17, 4, gives a description of the great seated statue of Hera, 
and Argive coins give a general notion of the head with its elaborate crown 
or head-<lress. Sir Charles Waldstein (Journ. of Hellenic ^Studies, 1901, 
pp. 80-44) finds an luluptation of this head in a marble head in the British 
Sluscum. On a cylix i^ith a white ground in Berlin is a statuesque figure 
of Hera wearing a similar head-dress. 
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not clear to us. There are at each side six seated figures, 
the twelve great gods (Fig. 61), and with them Iris attend- 
ant upon Hera and Eros leaning upon the knees of his 
mother Aphrodite. In the middle, immediately over the 
door, is a group consisting of two maidens carrying stools, 
a priestess, and a priest who seems to be taking from a young 
attendant a large folded cloth, probably the peplos, or sacred 
cloak, of the goddess. The purpose of the procession was 
to bring the peplos to Athena on her sacred Acropolis ; that 
purpose is here seen accomplished in the presence of the 
Attic heroes and the great divinities. The eastern frieze 
thus ex|H^sses the religious significance of the whole. 

The metopes were placed on the outside of the entablature, 
in the full brightness of the Attic sunlight ; they are there- 
fore carved in very high relief, which casts deep shadows. 
The frieze was high up on the wall of the cella, always in 
the shade, and receiving only diffused and reflected light 
from below ; it was therefore carved in relatively low relief. 
Since the light came from below, the shadows must fall up- 
ward ; therefore the artist made the lower parts of the figures 
project less from the background than the upper parts and 
cut the upper outlines in sharply, while the lower parts of 
the figures, as a rule, reach the background gradually, by 
oblique curves. 

The clearness of the design and the brilliancy of the effect 
were increased by color, the use of which was a matter of 
course. The execution of the relief varies considerably, 
as is natural, for many stone-cutters w^ere necessarily em- 
ployed to carve it, but the quality of the design is remark- 
ably consistent. Evidently the frieze is the work of one 
artist in whom fertility of invention, accurate observation, 
fine appreciation of harmony, and love of beauty were united. 
The convention of Greek relief sculpture which demands 
that all heads be approximately in one line (Lsocephalism) 
is observed, but does not result in monotony. In fact, the 
frieze is remarkable for the variety it presents. In all its 
hundreds of figures there is no repetition. Everywhere 
there is life, grace, and nobility. 
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superior to those of Olympia and of the so-called Theseum, 
not to speak of earlier examples, no continuous band of 
sculpture exists which can bear comparison with the frieze, 
and the pediment groups are unrivalled. Phidias was con- 
sidered the greatest sculptor of his time, and Plutarch says 
that Phidias was general superintendent of the building opera- 
tions of Pericles. It has therefore been generally assumed 
that Phidias was the artist of the decorative sculptures of 
the Parthenon. But even if Plutarch's statement is correct, 
which is by no means certain, it does not establish any direct 
connection between Phidias and those sculptures. The 
copies (very poor, to be sure) of the Athena Parthenos are 
the only sure and direct evidence we have for the style of 
Phidias, and they exhibit a style much simpler and much 
less advanced than that of the pediment figures. Of course 
some difference of style is to be expected, for the Athena 
was a colossal cult statue, and the pediment figures were 
decorative sculptures of marble, not of gold and ivory; 
but the difference is greater than can l)e explained in this 
way. The metopes again differ among themselves in style 
as well as in execution. If they were not found on the 
same temple, they woidd not be ascribed to the same artist. 
Indeed, since they were ninety-two in number, it is quite 
ix)ssible that they were designed by more than one person. 
The frieze is evidently the work of one artist, but there 
is no close similarity of style between it and the metopes 
on one hand or the pediment sculptures on the other. It is 
possible that the metopes were designed (as the Athena 
Parthenos was) by Phidias before 4138, that he then designed 
the frieze, which is in a later and more advanced style, and 
that in the next years he created the pediment groups. The 
three parts of the sculptural adornment of the Parthenon 
would in that case show different aspects of the genius of 
one man, as it developed in the brief space of six years or a 
little more.^ That is possible; but as yet the stages of 
progress from the style of the Athena Parthenos to that of the 

* Fift<»en ycarM, if wp rprknii fmni the dat-e of the hefdnniiiK "f the Partho- 
iioD to 432 B.C. when tho records of work on the building cease. 
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a little after the middle of the fifth century, somewhat 
earlier than the frieze of the Parthenon. Another charming 
relief, though not of remarkable workmanship, is the so- 
called Moiuning Athena, which was apparently the heading 
of an inscription (Fig. 67). It is a work of about the middle 
of the fifth century, or a trifle earlier, and shows marked 
traces of archaism. The meaning of the relief is not 
clear, but perhaps Athena is gazing pensively at a list of 
Athenians who have fallen in battle. Even the unknown 
and unimportant artists of this period were able to express 
themselves in forms of simple dignity and beauty. 

Progress in the Fifth Century . — In the fifth century Greek 
sculptors advanced from archaic stiffness, mannerism, and 
conventionality to grace and simplicity, learned to represent 
correctly the forms of men and animals, both in general 
structure and in details, such as hands and eyes, developed 
great skill in the representation of drapery, invented and 
perfected the chief types of deities, and created decorative 
compositions which have never been surpassed. The so- 
called Theseus, from the eastern pediment of the Parthenon, 
is a model of physical perfection ; the frieze of the Parthenon 
combines in unparalleled degree the qualities of dignity, 
grace, variety, and charm ; the maidens of the porch of the 
Erechtheum are unequalled among examples of sculptured 
figures employed as architectural members. It would seem 
that by the end of the fifth centur\' Greek sculpture had 
reached perfection. So, in a sense, it had, and in their ability 
to represent perfect types with truth to nature, to portray 
the actions and attitudes of men and beasts without exaggera- 
tion or awkwardness, the sculptors of that period have not 
been surpassed, and hardly equalled, by the sculptors of 
any later time. And so, in a sense, the decadence of Greek 
sculpture may be said to begin with the fourth centur\\ Yet 
progress was still possible, and a kind of progress which ap- 
peals strongly to the modern mind. 
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qualities of the art of the fourth century, as distinguished 
from that of the preceding period. These qualities do not 
appear in equal measiu^ in all works of the century or in the 
works of all artists, but some of them are present in some 
degree everywhere. The three greatest sculptors of the 
centiuy were Scopas, Praxiteles, and Lysippus. Scopas, 
apparently the eldest of the three, was a Parian, and worked 
chiefly in marble. The dates of his birth and death are 
unknown, but it is reasonable to suppose that he was born 
toward the end of the fifth century, since he was employed 
in the building of the temple of Athena Alea, at Tegea, 
probably soon after the destruction of the earlier temple, in 
394 B.C. He took part in the decoration of the Mausoleum, 
at Halicamassus, which was not finished until after 349 B.C. 
No further dates connected with him are known ; we may 
therefore assume that he died early in the second half of the 
fourth century. Praxiteles, of Athens, also worked chiefly, 
though not exclusively, in marble. His earliest known work 
— a group of Apollo, Artemis, and Leto, at Mantinea — 
belongs to a time not far from 370 B.C., and there is no 
record or story that connects him with Alexander the Great, 
as there would undoubtedly have been, if a meeting between 
the great sculptor and the great conqueror had been likely. 
Probably he was born not long after 400 and died before 325 
B.C. Lysippus, of Sieyon, worked chiefly in bronze. He 
was the favorite sculptor of Alexander, and is said to have 
lived at least until the founding of Cassandreia on the site 
of Potidaea, in 316 B.C. As he is known to have lived to a 
good old age, his birth must fall at least as early as 386 B.C. 
The three great sculptors were therefore contemporaries, 
though Lysippus was probably twenty years or more younger 
than Scopas. 

Scopas, — Scopas was famous for the emotional quality 
of his works, the intensity of expression in his faces. Two 
male heads * from the pediments of the temple of Athena 

* A head of a boar, a female head, and a female torso were also found at 
Tegea. The boar's head is from the pediment. The female head and torso 
do not. apparently, belong to each other or to the pediment. 
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parted lips, and significant pose of the head, — and such 
works are attributed to Scopas or his school, or are said to 
show his influence. Most of them are copies, not originals, 
and it is difficult to identify any of them with any of his 
recorded works; but their number and e\ndent popularity 
show that his influence was great and was not limited to his 
own time. Among these are the Meleager of the Vatican,^ 
the Heracles of Lansdown House, an Athena in the Uffizi 
gallery at Florence,^ and a head of a goddess at Athens. 
This last may possibly be an original by Scopas himself. 

Many works of Scopas are mentioned by ancient writers. 
Apparently his earlier years were spent in continental Greece, 
chiefly in Peloponnesus. About 350 B.C. he was at Hali- 
camassus, and the latter part of his life may have been passed 
in Asia Minor. The variety, and, in some measure, the 
qualities of his works may be indicated by a list of the titles 
of some of them. Among them were statues of Asclepius 
and Hygieia, Hecate, Heracles, Ares, Apollo, Aphrodite, a 
frenzied Bacchante, Leto, and Ortygia. One statue of 
Asclepius represented the god as a beardless youth. There 
was also a group of Eros, Himeros, and Pothos (Love, Desire, 
and Yearning), and a large group or relief representing 
Poseidon, Thetis, and Achilles, with Nereids, Tritons, and 
marine monsters. The three forms of love, Eros, Himeros, 
and Pothos, must have been distinguished by variety of 
facial expression; the Bacchante doubtless exhibited her 
frenzy by her expression of excitement and her violent action, 
and the composition containing Achilles, Thetis, Poseidon, 
and their escort must have been filled with various fantastic 
forms in restless motion. Probably many later representa- 
tions of marine beings were inspired by this work. In spite 
of the uncertainty which attends the attribution of specific 
extant works to Scopas, it is evident that he was an artist 
of great power and originality. 

Praxiteles. The Hermes. — Among the statues in the temple 

* The best replica of the head is in the Villa Medici (^cole francaise) at 
Rome. A good replica of head and torso is in the Fogg Art Museum at 
Cambridge, Mass. 

• Furtw&Dgler, Masterpieces of Greek Sculpture, p. 305. 
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istic manner. The folds are not mere parallel grooves, 
divided by sharp lines, but they pass into each other in 
almost imperceptible curves, and the broader surfaces are 
broken by small, shallow depressions. Even the most elab- 
orate drapery of the fifth century fails to attain such per- 
fection as this, and the fine details mentioned are almost 
entirely wanting in the Roman copies of Greek statues of all 
periods. 

In the figure .of Hermes the accuracy of detail is quite as 
great as in the drapery, though the difference between this 
and earlier work is less easily pointed out. The fine texture 
of the skin is even now, after centuries of exposure and of 
burial, remarkable. The head is a development of the 
Attic type of the fifth century, with relatively broad fore- 
head and narrow chin, as if to emphasize the intellectual, 
rather than the animal, nature. The forehead is divided by 
a horizontal groove near the middle of its height and an al- 
most triangular projection above the nose. The nose is 
strong, but not too broad, and is not absolutely straight. 
The eyes are shadowed by heavy brows, whicli are not, 
however, so heav^' as those of the heads from Tegea and other 
heads ascribed to Scopas. The gaze is not fixed upon the 
infant Dionysus, but the eyes look beyond him, with a 
dreamy, almost pensive, expression. 

The hair presents an irregularly broken surface, formed by 
the short thick locks that project from the head, and the 
whole is left comparatively rough. In earlier works the 
hair appears as a layer of uniform thickness, divided by 
nearly parallel grooves, as in the Apollo from the western 
pediment at 01>inpia, or marked with circles and dots, as 
in the Harmodius by Critius and Xesiotes; and the locks 
generally end in stiff, regular curls. Sometimes, as in some 
of the pediment figures at 01>Tnpia, the surface is left nearly 
smooth, in which case the details were no doubt added in 
color. In bronze works the locks are wrought in low relief, 
except when they are cast separately and attached, and 
marble copies of bronze works reproduce in some measure 
the appearance of the originals. In the Hermes there is no 
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any connection with Lysippus, though its general appearance 
is such as to agree fairly well with Pliny's words and with 
other statements by ancient writers. The Apoxyomenos, on 
the other hand, exhibits a scientific knowledge of muscular 
anatomy which did not exist in Greece until about 300 B.C. 
It may be a copy after Lysippus, but in that case the copyist 
has added something of his own. 

Portraits of Alexander. — The material available for a 
study of the style of Lysippus is clearly of uncertain value. 
His brother Lysistratus is said by Pliny to have made plaster 
casts from human faces, and therefore it has been assumed 
that Lysippus was a realist. But in the fourth century B.C. 
what would now be called realism did not exist. The quali- 
ties ascribed by Pliny and others to Lysippus are seen in 
many works which are properly assigned to the fourth 
centurj- , but it is as yet impossible to ascribe any of them 
to Lysippus himself with certainty. His works were very 
numerous, among them statues of gods and heroes, many 
athlete statues, an allegorical figure of Kairos (Opportunity), 
numerous portraits of Alexander and of other p>ersons, a 
group representing Alexander and his companions at the 
battle of the Granicus, and another group of Alexander himt- 
ing lions. Many portraits of Alexander exist, but which of 
them are copies after Lysippus is uncertain. Since he was 
Alexander's favorite portrait sculptor, it may well be that 
some of the more idealized portraits, such as one in Munich, 
are to be ascribed to' him. Works tentatively ascribed to 
Lysippus and his school are many, among them the seated 
Hermes in Naples, and the "Praying Boy" in Berlin. The 
over-muscular Farnese Heracles in Naples and its replica in 
the Pitti palace in Florence are probably adaptations, rather 
than copies, of an original by Lysippus. That he was an 
artist of originality and genius we know from the state- 
ments of ancient writers, and it is tempting to ascribe to 
him many works of the fourth centur\' which show slender 
proportions, small heads, and lively action combined with 
qualities not too similar to those of works ascribed to Prax- 
iteles or Scopas. 
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individual figures are conceived and executed very much in 
the spirit of the Attic art of the fourth century. 

Works which show the Survival of Earlier Traditions. — 
Many works of the Hellenistic period show the survival of 
earlier traditions, and for that reason several among them 
have been assigned by some scholars to the fourth century. 
Such is the famous Apollo of the Belvedere, the original of which 
(for the marble statue in the Vatican is a Roman copy of a 
Greek bronze original) has been ascribed, on account of cer- 
tain resemblances to the Ganymedes (page 120), to Leochares. 
But the almost theatrical self-consciousness of the god's 
attitude and his exaggerated coiffure make it more probable 
that the statue is a work of the third century, which is then 
also the date of the " Diana of Versailles," now in the Louvre. 
Naturally the pupils of the great artists of the fourth century 
produced in the third century numerous works similar to 
those of their masters, and in later times the works of the 
great masters were deliberately copied and imitated. It is 
therefore often almost impossible to distinguish between 
works of the fourth century, works of the third century in 
which earlier traditions are preserved, and later adaptations 
or copies of works of the fourth century. So the so-called 
Eubouleus, a marble head found at Eleusis, has been claimed 
as an original work of Praxiteles, and the famous Aphrodite 
of Melos (Fig. 79) has even been considered a work of the 
fifth century, though both are in all probability Hellenistic. 
With the Aphrodite of Melos ("Venus of Milo") was found 
an inscription bearing the artist's signature of Agesander from 
Antioch on the Maeander, a city which was founded in 281 
B.C. Unfortunately the inscription has disappeared and its 
connection with the statue cannot l^e absolutely proved, 
otherwise no date before 281 could be thought of. However, 
since the head is clearly Praxitelean and the drapery recalls 
work of the fifth century, it is natural to assign the statue 
to a time when the styles of the fifth and fourth centuries 
might readily be combined ; that is, to some time after the 
fourth century ; l)ut whether the third century or later can 
hardly be determined without definite evidence. The up[>er 
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in Rome. These are somewhat above life size. Of the other 
group at least ten figures exist.^ They are about three feet 
high, and this (two ells) was also the size of the originals, 
which were of bronze. The entire group, or groups, repre- 
sented battles of Gods and Giants, Greeks and Amazons, 
Greeks and Persians, and Pergamenes and Galatians. The 
whole number of figures was very large, perhaps about one 
hundred. The extant figures all represent defeated com- 
batants. Giants, Amazons, Persians, or Galatians. In style 
they resemble closely the Dying Gaul and the group in the 
National Museum. All are realistic in treatment. The 
Gauls are distinguished by their mustaches, their stiff, coarse 
hair, and their torques; the Giants are wild and unkempt,— 
and these two races have coarser, rougher skin than the more 
delicate Amazons and Persians. In the Dying Gaul the 
blood streaming from his wounded side is especially realistic. 
In details the larger figures are superior to the smaller, and 
their size also helps to make them more impressive ; but the 
style is the same in all. Vigor, accuracy, and emotion, rather 
than beauty, are the chief characteristics of these works. 
They lack the self-restraint and the sense of artistic fitness 
which ennoble the works of the fifth and fourth centuries. 
A few other works of this school are extant. 

The Great Altar. — Eumenes II (197-159 B.C.) erected at 
Pergamon a great altar to Zeus and Athena, a nearly square 
structure, each side of which was more than one hundred 
feet long. Its base was decorated by a great frieze over 
seven feet (2.30 m.) high, and a much smaller frieze adorned 
the upper part of the structure. Many fragments of the 
great frieze are now in Berlin (Fig. 80). The subject is the 
battle of the Gods and the Giants, which no doubt symbolized 
the conflict of the Pergamenes with the fierce Galatians. 
It is no new subject in Greek art, but it is here treated with 
astonishing variety and fertility of invention, and in such 
high relief that parts of the figures are carved entirely in the 

* Four in Naples, three in Venice, and one each in Aix (in Provence), 
Paris, and Rome. They arc of coarse-grained Asiatic marble, and were 
pn>hably made at Pergamon, perhaps before the bronses were sent to Athens 
an a gift from King Attalus. 
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The mighty muscles of gods and giants alike are strained to 
the utmost in their portentous struggle. Here, in this 
symbolic combat, realism is even more apparent than in the 
Dying Gaul, as if the sculptors thought that in these super- 
human figures realistic details could be exaggerated without 
ceasing to be lifelike. This great frieze is full of life and vigor, 
a wonderful and brilliant monument of inventive ability and 
skilful execution, yet it is colossal rather than grand, start- 
ling rather than impressive, wonderful rather than beautiful. 

Picturesque Relief. — Of the smaller frieze much less is pre- 
served. It represented the myth of Telephus and the foun- 
dation of Pergamon. It is a much higher relief than the 
frieze of the Parthenon, with which it may be compared in 
size, as well as in the position it occupied on the building. 
The most remarkable thing about it is the picturesque 
background. In some early reliefs, of the sixth century, 
the background is indicated, and the landscape plays a part 
in some Assyrian reliefs, but in the classical Hellenic reliefs 
the figures stand out from a plain surface. Here trees, build- 
ings, and the like appear as in a picture. 

Reliefs with picturesque backgrounds were also sometimes 
carved on panels which were fastened to walls for decorative 
purposes, as we hang pictures on our walls to-day. Where 
this custom originated is not quite certain, perhaps in Alex- 
andria. It seems to be, at any rate, of Hellenistic origin, 
and was carried, with many other Hellenistic practices, to 
Rome, where it was apparently further developed. 

Damophon. — A few words should be devoted to Damo- 
phon of Messcnia, an artist of the second century B.C. Frag- 
ments of a group of colossal statues found at Lycosura, in 
Arcadia, are all that now remains of his works. He is not 
under the influence of such artists as those who created the 
great frieze at Pergamon, nor does he continue the traditions 
of Praxiteles and his contemporaries. His feeling for texture 
and hair, his skill in execution and design, and his boldness 
of conception are admirable. His works are effective and 
powerful, with something of the quality of modern impres- 
sionist works. He seems to have formed no school and had 
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known, the subject is treated by Virgil, it was exhibited in a 
prominent place, and at a later time it was chosen by Lessing 
to typify plastic art as opposed to poetry in his essay entitled 
Laocoon. As a work of art it is undoubtedly impressive, but 
it hardly merits its great fame. The sons are too small for 
their apparent age, the serpents are inert and lifeless, the 
attitude of Laocoon himself is imnatural, and his expression 
is rather that of bodily pain than of the horror, mingled with 
physical exertion, which the situation demands. Yet the 
group shows skill in composition and execution. The right 
arm of Laocoon is wrongly restored ; it should be bent so 
that the hand touches the back of the head, and a similar 
change should be made in the right arm of the younger son. 
These corrections make the group more harmonious. In 
general style this group resembles the great frieze from Per- 
gamon, and the head of Laocoon is almost identical with that 
of one of the giants of the frieze, while his attitude seems to be 
derived from that of another giant. 

Graeco-Roman Sculpture. — The Laocoon is a purely 
Hellenistic work, but its date is about that of the death of 
Julius Caesar, and it was soon brought to Rome, where it 
stoo<l in the palace of the Emperor Titus. The great group 
which goes by the name of the " Farnese Bull '* was a work of 
Apollonius and Tauriscus, of Tralles, and was brought by 
Asinius Pollio from Rhodes to Rome. Many other works 
of (ireek sculpture adorned the imperial city, and Greek 
artists flocked thither. Their productions were in great 
measure copies and adaptations of earlier Greek works. 
Sometimes the originals can be identified (e,g. the Dory- 
phorus of Polyclitus, page 92) and the statues are evidently 
intended as accurate copies, sometimes it is impossible to tell 
whether a statue is a real copy or an adaptation of an earlier 
type, sometimes it is clear that a famous type has been changed 
to suit the taste of the times or of the sculptor's patron. Works 
of this kind are Greek, to be sure, but they were made for Ro- 
mans, and often made at Rome ; they may therefore be called 
Ciraeco-Roman. Such are the Capitoline Venus (which 
may even be a portrait of a Roman lady in the guise of 
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Lysippus than those of the early Argive school, and the upper 
part of the drapery of Electra betrays the influence of the 
fourth century or even of later periods. Evidently this is not 
a copy, but a conscious attempt to reproduce in a new work 
the effect of earlier and simpler art. The number of such 
works still existing shows that they were popular in their 
day. Besides the works of the school of Pasiteles, there 
are many others which show that imitation of archaic sim- 
plicity was popular in Rome. So the Neo-Attic reliefs, as 
they are called, reproduce more or less exactly the style of 
Attic works of the fifth century ; but no one ancient work is 
copied, and the artists are not careful to be consistent. 
Figures in archaic drapery are seen in conjunction with 
buildings which are recognized as structures of the imperial 
period. 

Much of the sculpture produced at Rome for Romans 
was the work of Greek artists and continued the tra- 
ditions of Greek art. Such works exerted a powerful 
influence upon Roman art; yet Roman sculpture, though 
it is developed from that of Greece, has a history of its 
own. 

Late Greek Art in Asia. — In the eastern part of the Greek 
world, in Asia Minor and the regions affected by the conquests 
of Alexander, Greek art came in contact with oriental tra- 
ditions and tastes. Greek influence extended to India, 
where the tj-pe of Buddha is of Hellenistic origin, and even 
in Chinese and Japanese sculpture its effect is seen. But 
Greek art itself was profoundly influenced in Asia by oriental 
taste and practices. It became more conventional, and the 
figures in reliefs became more and more mere parts of a dec- 
orative pattern, while at the same time purely ornamental 
carvings became more popular and less simple. It is from 
the late Hellenistic art of western Asia that Byzantine art 
derived many of its motives and much of its inspiration. A 
brilliant example of late Hellenistic art in Asia is a great 
sarcophagus from Sidamara (now in Constantinople), which, 
with its overloaded ornamentation, its obvious reminiscences 
of Greek art, and its confused and tasteless magnificence 



CHAPTER VIII 

ETRUSCAN SCULPTURE 

Immigration in Italy. The Etruscans. — About the eleventh 
century B.C. a great movement of tribes and peoples took 
place in southeastern Europe and the regions to the East 
and North. The Dorian Invasion in Greece was a part of 
this movement, but the disturbance and the change of 
population were by no means limited to Greece. New 
peoples came into Italy also, but they found no rich and well- 
developed civilization in possession of the land, nor were 
they themselves, perhaps, so ready for civilization as the in- 
vaders of Greece. At any rate, the progress of civilization in 
Greece was more rapid than in Italy. But the descendants 
of the invaders of Italy were destined to rule over a large part 
of the earth, and for that reason, even if there were no other, 
their early history and the condition of art among them may 
well prove of interest. 

The newcomers were of two distinct races, the Etruscans 
and the Italic tribes afterwards known as Samnites, Oscans, 
Umbrians, Volsciaris, and so forth. In course of time the 
Etruscans spread over the eastern part of the valley of the 
Po, up the Reno, over the Apennines, and throughout the 
whole of Tuscany, from the Amo to the Tiber, and even be- 
yond. The Italic tribes spread along the eastern coast of 
the peninsula, hardly, if at all, crossing the Apennines until 
they reached the head-waters of the Tiber. For several 
centuries there was little art of any kind, and virtually no 
sculpture, either among the Etruscans or the Italic tribes. 
The latter, indeed, never developed an independent art, 
though it is not unlikely that some imitations of Greek work, 
which are commonly ascribed to Etruscan or even to imported 
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among them that of Charun, the hideous demon of death. 
The chief centres of plastic art were Cortona, Arretium, and 
Perusia for bronze statues, Clusiiun for stone, Volateirae for 
alabaster, and Tarquinii and Caere for terra-cotta figures. 
There seems to have been little intercourse between the 
artists of these centres, but the art of each place carried on 
an isolated existence. 

Terrorcotta Statues. — The making of monumental terra- 
cotta statues was practised in early times by the Greeks, 
and was continued by the Etruscans after the Greeks them- 
selves had given it up. The pediments and roofs of temples 
were adorned with terra-cotta figures in high relief and in 
the round. Such were the decorations of the early temple 
of Capitoline Jupiter at Rome. Comparatively few large 
terra-cottas are now preserved, and of these many are frag- 
mentary, but they suflice to show that the progress of art 
was determined rather by the progress of Greek sculpture 
than by any internal or native growth. 

Cinerary Statues, etc. — By far the most numerous works 
of Etruscan sculpture are those connected with the cult 
of the dead, chiefly sarcophagi and cistae, or ash-urns, in 
the form of small sarcophagi. At Chiusi (Clusium), in 
the sixth and fifth centuries, the form of a human head was 
given to the covers of the urns in which the ashes of the dead 
were deposited (Canopic vases). The appearance of these 
heads is not Hellenic ; they seem to be portraits of the de- 
ceased, rude at first, but soon becoming vigorous and realis- 
tic*. After a time arms were added to the vases, and thus the 
likeness to a human figure was increased. The next step was 
naturally to give the urn the form of the human body, to 
create, that is to say, the "cinerary statue," a hollow figure 
with a movable head. The ashes were deposited within 
the body and the head set back again in its place. But when 
this step was taken, the artists succumbed to Greek influence 
and adopted the types of archaic Greek seated statues. A 
further development of the " cinerary statue " is the " cinerary 
group" ; the deceased is represented lying on a couch, with 
his wife seated at his feet. A still further development adds 
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York, were made as early as the sixth century B.C. Some 
fine bronze statuettes also belong to the same time. These 
works exhibit the qualities of contemporary Ionic Greek art, 
and indeed many of the archaic bronzes found in Etruria 
may be imported Greek work. In the seventh and sixth 
centuries the Carthaginian and Phoenician influence was 
strong in Etruria, and this shows itself in the jewellery and 
furnishings found in tombs; but such oriental influence 
gave way before the end of the sixth centiu'y, and it was at 
no time a positive controlling force in sculpture, partly, 
no doubt, because Sculpture played a less important part 
among Phoenicians than among Greeks. The reliefs on the 
large bronze pails at Bologna make at first sight a some- 
what oriental impression, but examination shows that they 
are attempts on the part of native workmen to imitate the 
general style of Greek vase paintings of the end of the sixth 
or I)eginning of the fifth century, and to combine with that 
imitation a realistic presentation of native costumes, habits, 
and ceremonies. The most numerous Etruscan bronzes 
date from the fourth century and later. These are similar 
in stvle to the Greek bronzes of the same time, and they are 
often well executed. Many statuettes served as handles 
or ornaments of bronze cisfae or other vessels and utensils, 
and the surfaces of the cUiae, of mirror cases, and of other 
bronze objects were adorned with reliefs and incised drawings. 
The Etruscan bronze workers were so skilful that their work 
was exported even to Greece itself. Nevertheless, Etruscan 
bronzes exhibit a lack of that original study of nature which 
is evident in contemporary Greek work, and they show also 
less care in detail, less real intelligence on the part of the 
artist. 

Bronze Statues. — Few Etruscan bronze statues are pre- 
serve<l, though many existed in ancient times, for the Romans 
included thousands of them among the booty they gained in 
their conquests over the Etruscans. The Wolf of the Capitol, 
the Minerva and the Chimaera from Arezzo are now re- 
garded as Greek works. The Mars of Todi and the Orator 
(Arringatore) in Florence (Fig. 85) are without doubt Etrus- 
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of Greek sculpture. It exhibits, however, in some examples 
a truth of portraiture and a sort of rugged realism which 
give it an interest of its own. Moreover, Etruscan influence 
was for many years predominant at Rome, and the Romans 
seem to have acquired their first notions of art from the Etrus- 
cans. It may well be, therefore, that the art of Etruria, less 
refined and less perfect than that of Greece, was a factor of 
some importance in the formation of the art of imperial Rome, 
in which it was finally merged. 
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ties with ruthless fidelity, even when they were far from 
beautiful. The brother of Lysippus is said to have made 
casts directly from his human models. Mere realism is, 
then, no proof that a work is Roman, rather than Greek, and, 
in the present state of our knowledge, it is impossible to 
distinguish between Hellenistic sculpture and Roman sculp- 
ture of the time of the republic* The sculptors who worked 
at Rome seem as a rule to have been Greeks, so far as their 
names indicate their nationality; but it is possible that 
among those whose names are not recorded the proportion of 
Greeks may have been less. But whatever the t&cc of the 
sculptors, the fact remains that sculpture, as practised at 
Rome and for Romans under the republic, was Hellenistic 
sculpture little, if at all, modified by Roman taste. 

Roman Art HeUeniMw. — In the last years of the re- 
public and luitil after the foundation of Constantinople 
Rome was the centre of civilization. But civilization was 
Greek in most respects, especially with regard to art. ^ Wher- 
ever the Roman legions pitched their camps, they established 
outposts of Hellenic culture as it existed in their times. 
The rise of the Pergamene kingdom had offered the Greek 
sculptors of the third and second centuries B.C. new oppor- 
tunities, and thereby undoubtedly affected the progress of 
Greek sculpture at that time. So, but in far greater meas- 
ure, the rise of the great Roman power, and above all the 
establishment of the empire by Augustus, offered to archi- 
tects, painters, and sculptors — for the most part Greeks, 
and all educated in Greek traditions — new opportunities 
and new problems. The art of Rome is Hellenistic art, but 
it is Hellenistic art under new conditions which lead to new 
deveIoi)ment, not merely to decadence. We are therefore 
justified in calling it Roman art. In the eastern parts of the 
empire, esi)ecially in Asia, interest in the representation of 

* Alttiiunn, Die rdmischen GntxilUire, pp. 106 fT. (of. Mth, StruiiR, Roman 
Sculpture, p. 350), obscrveH that oortuin rathor onido iH>rtraitH on Rrave 
monunientH show the influcnro of thi* wax imaoinen which the Honians ex- 
hihitoil at funeralM and are Htrictly Roman. Kvcn if this view \a* oorrort, 
it harrily affcctH the Kc^neral statement above; moreover, portrait-8 of the 
cioHs mentioned soon went out of fashion. 



ROMAN SCULPTURE 151 

to be sure, but it is nevertheless characteristic of Roman 
art. As time went on, the mythological element became 
less and less important. Here the mythological figures are 
lifelike and graceful, and the composition is skilful and 
pleasing, leading the eye through the well-conceived lesser 
groups to the singularly attractive group of Poseidon and 
Amphitrite in the centre. Composition with reference to a 
strongly marked centre vas by no means unknown to the 
Greeks of earlier times, but it becomes a marked feature of 
Roman art, from which it passed to the art of later centuries. 
In the m>i;hological part of these reliefs there is, however, 
nothing distinctively Roman. The scene of sacrifice, on 
the other hand, while its execution shows that the artist 
was trained in Greek methods, is Roman in subject and is 
conceived in a spirit which is hardly to be found before the 
time of Roman greatness. Domitius, in warlike costume 
and statuesque pose, stands beside the altar. Behind him 
are his troops, some of them already in the garb of peace 
after their campaign. At the extreme left sits a writer, 
probably preparing the military diplomas. At the right of 
the altar, balancing Domitius, is the imposing figure of the 
priest who awaits the sacrifice (the &uovetaurilia — swine, 
ram, and bull, here in reverse order), behind which are again 
men of the army, among them a cavalryman with his horse. 
The cx>mpositi()n is varied, but not too animated. The bull 
is absurdly large, as if the artist wished by sheer bulk to atone 
for the fact that the altar, the centre of the action, is not in 
the centre of the composition. But the accuracy with which 
the c*ostumes and official actions are represented is remark- 
able. Evidently the artist was interested in bringing vividly 
l)ef()re the eyes of the spectator a significant episode in the 
career of his patron. 

The Ara Paci/t. — A similar spirit is felt in the far more 
interesting reliefs from the wall which enclosed the Ara 
PacuHy the altar of Peace, erected by Augustus.^ The wall 

' The fragments of these relicfrt are now scattered — in Rome. Florence, 
Paris, and Vienna. See Mrs. Strong, Roman Sculpture, pp. 39 ff., for a 
description and discussion of the whole composition and references to previous 
puhlications. 
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vertical planes so that one is really farther than another 
from the extreme outer sm^ace. The human beings and 
their action form the theme of the whole, but the action 
would not be clear without indication of its local surround- 
ings. Accordingly the topography — hills, trees, city walls, 
bridges, etc. — is represented in great detail and with sur- 
prising accuracy. But if the true proportions were pre- 
served, the figures of the men would be so small that their 
action could not be seen. The artist has therefore reduced 
the size of almost everything else. This results in perfect 
clearness, though the diminutive buildings, trees, and other 
features of the landscape impress one at first sight as absurd. 
Details of costume, armor, and facial expression are rendered 
with painstaking accuracy. As a whole, this relief exhibits 
wonderful resourcefulness, for in spite of its vast length there 
is no monotony or exact repetition. In execution there may 
be some lack of delicacy, but there is no lack of vigor or truth. 
The continuous style employed here is peculiarly appropriate 
for narrative, and has remained in use (sometimes in combi- 
nation with other methods) even to the present time. 

The column of Trajan commemorates the emperor's 
victories over the Dacians. The arch at Beneventum, erected 
in 113-114 A.D., commemorates his successful policy and 
the benefits of his rule. On both fronts and in the passage- 
way the arch is richly adorned with reliefs — those on the 
front towards Ilome celebrating Trajan's home policy, those 
towanl the country his provincial policy, and those in the 
archway his bounty to the town of Beneventum. The scenes 
represented in the reliefs are connected in significance, but 
they are distributed in separate panels and their style re- 
sembles that of the panels of the arch of Titus, rather than 
that of the relief of the column of Trajan. In execution they 
are excellent, and the clearness with which their meaning is 
expressed equals that seen in the reliefs of the column. Other 
works — lesser reliefs, statues, busts, and remains of larger 
compositions — show that the time of Trajan was a period of 
activity among sculptors, who produced excellent examples 
of figure composition and also of purely decorative reliefs. 
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and dark produces an effect somewhat like that of painting 
in flat colors, which is evidently intentional. Even in the 
decline of art the artists succeeded in producing the effect 
they desired. Portraits of this period are coarsely executed, 
and their pose is rigid, but the better examples possess a 
certain dignity. 

Christian sarcophagi are numerous in the fourth century, 
and among them are some which are interesting on account 
of their iconography, their selection of subjects, and 
their beauty. The artists were undoubtedly influenced 
by the art of Syria, but so were the pagan artists of Rome. 
The Christian sarcophagi are certainly among the most 
important examples of Roman sculpture of this period. 
Some of those found in southern France closely resemble 
those found in Rome, but others seem to be more directly 
and more strongly influenced by Syrian art. 

The art which is called Roman is a development of Hel- 
lenistic art, but the Roman Empire offered new subjects, 
and in the treatment of those subjects new methods were 
developed which were applied not only in official reliefs, 
but also in other works. In the third and fourth centuries 
the art of sculpture declined, even though it still c*ontinued 
to essay new methods in composition and in the treatment 
of space, light, and shade. In the fourth century Constan- 
tinople became the chief seat of the Empire, and from that 
time the art of Europe was almost exclusively Christian 
and was, even in the West, for the most part Byzantine or, 
at least, strongly influenced by Byzantine art. 



CHAPTER XI 
MEDIAEVAL SCULPTURE. ITALY 

The Inwisions of Barbarians, — At the time of Constantine 
the Roman Empire included all of Europe, except Ireland 
and the northern part of the British Isles, Norway, Sweden, 
and Denmark, the northern part of Russia, and the north- 
eastern regions of Germany and the Austro-Hungarian Em- 
pire. But vast hordes of fierce barbarians, for the most part 
of Germanic race, attacked the Roman Empire, overran the 
provinces, and finally put an end to the Empire of the West 
in all but name. The art of sculpture, which amis already 
deteriorating, could not survive the barbarian conquests. 

The barbarians brought with them a kind of decorative 
art which they applied chiefly to weapons, goldsmith's work, 
and jewellery. Their decorations consisted of interlacing 
curves and geometrical patterns, sometimes varied by the 
forms of fantastic animals. Some of the elements of this 
dew)ration seem to be oriental (rosettes, six-rayed stars, 
etc.), and were probably learned when the Goths and other 
invaders of western Europe were themselves dwelling on the 
cronfines of Asia. When they appeared in western Europe, 
the art of the Byzantine F^mpire was everx'where prevalent, 
and the rise of the Arab pK>wer, which spread over northern 
Africa, Sicily, and Spain, further strengthened the eastern 
influence. It is therefore not surprising that the art of the 
early Middle Ages seems more than half oriental, and ix)ssesses 
little originality. 

(Umditions in Eurojje before the Eleoenth Century, — Condi- 
tions were not ever\^'here the same. Italy c()ntinue<l for 
c*enturies to l)elong in part to the Byzantine Empire and to 
retain something of ancient civilization. There artists from 

173 



MEDUEVAL SCULPTURE. ITALY 177 

part to the eleventh, in part to the twelfth century. The 
earlier are very rude, the later somewhat better. Here 
Byzantine models are not imitated, and scenes of the Old 
and New Testaments are arranged in parallel series. Verona 
was under Otho the Great the capital of what was virtually 
a German province, and the models for these reliefs must be 
sought in Germany, where a similar parallel series was exe- 
cuted under Bishop Bernward of Hildesheim about 1015. 
The art of casting doors with reliefs was practised also in 
central Italy, for Bonannus of Pisa signed the bronze doors 
of the main portal of the cathedral at Monreale, dated 1186, 
and was without doubt the artist of the similar doors of the 
cathedral at Pisa. Here the influence of Byzantine models 
is evident, but the execution is somewhat rude, and the 
figures lifeless and ill arranged. In the doors of the cathe- 
dral at Benevento, apparently of the latter part of the twelfth 
century, a local style with strong Byzantine characteristics 
is combined with the northern system seen in the doors of 
S. Zeno. 

Decorative Sculpture in Marble. — In the second half of 
the eleventh century decoration in relief appears on the 
marble furnishings, such as pulpits and episcopal chairs, 
in Italian churches, and also about the portals. At first 
such decoration consists almost exclusively of vegetable and 
animal forms in ornamental combination, and it is only in 
the course of the twelfth century that marble begins to be 
employed in the representation of religious scenes. 

lioinan and Eastern Influence in Southern Italy, — In 
southern Italy decorative sculpture progressed rapidly in the 
eleventh and twelfth centuries. The episcopal thrones at 
Bari and Canosa (eleventh century) are powerful and impos- 
ing works, the former of which rests upon three vigorously 
modelled half-nude men, the latter upon two elephants. At 
the same time the portals and capitals were adorned with 
deeply cut vines and scrollwork, in which animal forms are 
mingled. Both Byzantine and ancient Roman work evi- 
dently furnished inspiration, if not actual models, for these 
decorations, among the most remarkable of which are the 

N 
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the centuries of Byzantine rule, but may have been 
strengthened in southern Italy by the Saracen conquest. 

French Influence. — Toward the end of the twelfth cen- 
tury French influence appears in Apulian sculpture, probably 
either through the Benedictine abbey of Galena or through 
a school of Burgundian architecture established at Barletta 
by the canons of the Holy Sepulchre. The portals of Trani 
and Bitonto exhibit a curious mixture of Byzantine or Sara- 
cenic scrollwork and oriental monsters with biblical scenes, 
all executed in a somewhat barbarous manner, and a less 
distant resemblance to French work is seen in the portal at 
Ruvo, with its row of small angel figures in the archivolts ; 
but in general the religious figure sculpture of Apulia is still 
tentative and clumsy, quite subordinate to the really mag- 
nificent decoration in oriental style. Throughout the thir- 
teenth century French influence upon sculpture in southern 
Italy was virtually confined to vine and scroll ornaments and 
small figures. 

Art under Frederick II. — Frederick II, however (1212- 
1250), was an admirer and collector of works of ancient art, 
and the sculptors whom he employed imitated ancient Roman 
work. The arch which he caused to be built at Capua in 
1240 was adorned, like a Roman arch of triumph, with reliefs 
and statues, some of which have been preserved and are now 
in the museum at Capua. Among them are a seated figure 
of Frederick II, now unfortunately headless, busts of two 
counsellors of the king, and a female head, crowned with a 
garland of ivy, which personifies the city of Capua. The 
artists of these dignified and impressive works in the round 
derived their inspiration from ancient Roman statues. Who 
the artists were is not known, but they were probably Cam- 
panians or Apulians, unless indeed we may surmise that they 
were brought from Rome, where sculpture in the round was 
beginning to appear at this time. A bust found at Castel 
del Monte, near Andria, shows similar qualities, and a sur- 
vival of the school of sculpture which came into being under 
Frederick II is seen in a dignified, though somewhat heav\', 
female head which surmounts the pulpit at Ravello (1272). 
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at Bome were those of Paulus (about 1100-1200), Ranueius 
(about 1 135-1209), Laurentius (about 1160-1231), and Cos- 
mas, or Cosmatus (about 1276-1332). All of these com- 
bined architectural forms with decorative carving and bright 
colored mosaic, but sculpture was not their chief concern. 
The most productive of these artists was apparently Giovanni 
Cosmati, who flourished about 1300, and it is probably from 
him that work of this kind received the name "Cosmati 
work." Such work is not confined to Rome, but when it ap- 
pears elsewhere in central and northern Italy it is doubt- 
less the work of Roman artists or is due to their influence. 
Perhaps the most notable achievement of these Roman 
artists was the invention of a t^pe of tomb in which a canopy 
projects over the sarcophagus. 

Two statues of Sts. Peter and Paul, of about life size, 
which once stood in front of the facade of St. John Lateran, 
may belong to the twelfth century. Their proportions are 
clumsy, but the details are well wrought, and the folds of 
the drapery, which evidently imitate ancient *\i'ork, are 
simple and natural. They, and a similar statue of a kneeling 
Pope, which may have formed a group with them, were set 
against a background decorated with mosaic. A few similar 
statues of somewhat later date also exist to show that statuary 
was not unknown in Rome in the twelfth and thirteenth 
centuries. 

Early Tuscan Sculpture. — In Tuscany sculpture hardly 
appears before the second half of the twelfth centur\'. The 
reliefs on the lintels of Sant' Andrea at Pistoia, signed by 
Gruamons and Rudolfino in 1166 and 1167, and those at San 
Giovanni fuor Civitas by Gruamons are monotonous, with 
lifeless draper^', regidarly divided by circular folds. At 
Lucca equally crude reliefs on the portals of San Salvatore 
are signed by Biduino. The carvings on the pulpit at (irop- 
poli, dated 1194, and the relief by Buonamicus in the Campo 
Santo at Pisa, which last is a work of the thirteenth centurv, 
are crude and lifeless. The better reliefs which decorate 
church furnishings of the first half of the thirteenth century 
in Tuscany are the work of Lombard sculptors. 
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scenes from Genesis carved on the same facade are signed by 
Nicholaus (Nicol6), who signed also works at the cathedral 
of Verona, at Sagra San Michele, and at the cathedral of 
Ferrara, and was doubtless the author of the portal at Pia- 
cenza. His reliefs are less fiat, and the proportions of his 
figures better, than those of either Wiligelmus, but they 
belong clearly to the same school. In arrangement and in 
choice of subject these reliefs call to mind the rich adornment 
of the slightly later French portals. So, too, the carved capi- 
tals of the cloister of Sant' Orso, at Aosta, in Piedmont, and 
the reliefs of a choir-screen, dated 1189, at Vezzolano, in 
Montferrat, show that French sculpture was not unknown 
to the stone-cutters of northern Italy. 

Benedetto, called Anielami. — The most original sculptor 
of northern Italy in the twelfth century- is Benedetto, called 
Antelami, whose earliest known work, the ambo for the cathe- 
dral at Parma, is dated 1178. Of this very little remains, 
but a panel, probably from the tomb of Nicodemus, exists, 
on which the Descent from the Cross is represented. The 
background of the panel is covered with delicate scrollwork 
and inscriptions, an oriental trait, such as is seen in some 
church furnishings in Apulia. The figures are slender and 
the drapery fine but artificial, as if ivor>' carving or gold- 
smith's work had served as a model ; there is, however, noth- 
ing Byzantine in the composition. The decoration of the 
cathedral at Parma, of which Benedetto was the architect, is 
truly monumental, and shows that the artist was acquainted 
with the consistent and unified scheme of decoration 
developed by the French architects and sculptors. This is 
seen especially in the portals, one of which is shared by St. 
John the Baptist and the Virgin, the other being entirely 
devoted to the glory of Christ. The date given on one of 
the portals is 1196. The system of the composition, with 
its balanced arrangement of corresponding figures and reliefs, 
is clearly that of the French churches, but it is adapted to 
the purely Italian architecture, not merely copied. The 

though bfjth are clumsy and both exhibit somewhat the same spirit. See 
A. K. Porter, Amrrican Journal of Archaeology* XIX, 1915, pp. 137-154. 
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are almost entirely French in spirit. In 1265 Nicola received 
an order for the marble area or chest in which the relics of St. 
Dominic were solenmly laid in 1267 in the great church at 
Bologna. It may be Uiat Nicola designed the area, but the 
actual work seems to have been done by his pupil Fra 
Guglielmo. 

Of Nicola's life virtually nothing is known except the dates 
of his two pulpits and of the fountain at Perugia. Probably 
he died not far from 1280, when he must have been advanced 
in years. His known works are few, but they suffice to 
establish his position as the first great Italian sculptor. 

Giovanni Pisano. — Giovanni Pisano (about 1250-1328), 
son of Nicola, assisted his father at Siena (1266-1268) and 
at Perugia. For twenty years after 1278 he was active 
chiefly as an architect, and he was made eapomaestro of the 
cathedral at Siena in 1284. In 1298 he accepted an order 
for the pulpit in the church of S. Andrea at Pistoia, which 
occupied him for three years. In 1302 he began the pulpit 
for the cathedral at Pisa, which was finished in 1310. These 
two pulpits are his most important works of sculpture, though 
lesser works, including four statues of the Virgin and Child, 
are interesting and beautifid. 

The pulpit at Pistoia is still intact. It is hexagonal, like 
Nicola's pulpit in the baptistery at Pisa. The subjects 
of the chief reliefs are the same as those of Nicola's first 
pulpit, with the Massacre of the Innocents substituted for 
the Presentation. But there is here no trace of the serene 
beauty of ancient sculpture. The composition is crowded, 
the action exaggerated, the proportions unnatural, the heads 
all bent to one side or the other, the faces contorted, and the 
drapery lacking in grace ; but the work is full of movement 
and passion, as if it were the rapid outpouring of a vehement 
nature. 

The pulpit of the cathedral at Pisa (Fig. 100) is no longer 
entire. It was ten-sided, and its nine panels reproduce the 
scenes of the pulpit at Siena, with the addition of the Birth 
of St. John the Baptist before the Nativity and a confused 
group of scenes of the Passion before the Crucifixion. In 
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whose works are not confined to Verona, but may be seen at 
Milan (tomb of Bernardo Visconti and some of the sculp- 
tures of the cathedral) and elsewhere. 

Mediaeval Sculpture in Venice. — In Venice Byzantine 
traditions survived even in the fourteenth century, but some 
works of the Pisan school were known, and the area of St. 
Dominic was at Bologna, not far away. The chief activity 
of sculptors in Venice at this time was in the decoration of 
the Doges' Palace, between 1340 and 1365. Here, in the 
sculptures which adorn the upper part and the capitals of 
the two facades, are many figures from sacred and profane 
history, of allegorical personages, and of workmen. In 
style they are not uniform, but their general excellence is 
remarkable. Probably they are for the most part the work 
of Lombard sculptors. Under Lombard and Florentine in- 
fluence, with a background of Byzantine tradition and some 
knowledge of Pisan and also of northern art, sculpture at 
Venice had attained before the end of the fourteenth cen- 
tury a high degree of variety, power, and technical excellence. 
Venetian sculptors whose works are to be seen in Venice and 
the neighboring cities are Jacopo Lanfrani, Antonio, Andriolo 
de Sanctis, about the middle of the century, and, toward the 
end of the century, the brothers Jacobello and Pier Paolo delle 
Massegne. 

Late Mediaeval Sculpture in Florence. — At Florence pic- 
turesque relief sculpture, such as had occupied the Sienese 
branch of the Pisan school at Orvieto, passed in the second 
half of the fourteenth century into the hands of goldsmiths 
and silversmiths. Such metal reliefs as those of the altar of 
the baptistery (now in the Opera del Duomo), by Leonardo 
di Ser Giovanni, deserve a place beside the bronze door of 
Andrea Pisano. The marble workers of this time devoted 
themselves to the decoration of buildings, such as the loggia 
dei Priori, afterwards called the I^>ggia dei I^nzi, the loggia of 
the Bigallo, and the cathedral. In their statues they retained 
the qualities of the figures of Andrea Pisano, but imitated to 
some extent the ancient Roman drajKnl statues. The deco- 
rative work about the side doors of the cathtnlral, the ** Porta 



CHAPTER XII 
MEDIAEVAL SCULPTURE IN FRANCE 

Beginnings of Mediaeval Sculpture. Different Schools, — 
In France, as in Italy, mediaeval sculpture begins in the 
eleventh century, for the revival of art under Charlemagne, 
often called the Carolingian renaissance, had affected sculp- 
ture only in so far as metal work and ivory carving may be 
classed under that head. In those minor arts excellent work 
was accomplished at that time, but the few extant fragments 
of monumental sculpture are rude, clumsy, and childish. 
But in the eleventh centur>' men began to try to adorn the 
doorways, capitals, and walls of churches with carvings, the 
subjects of which were supplied by the clergy from the canon- 
ical and apocr>T)hal books of the Bible, from the liturgy, 
the legends of the saints, and similar sources. Remains 
of Gallo-Roman sculpture, Byzantine and Carolingian 
ivories and goldsmith's work, and the illuminations in manu- 
scripts served as models in some measure, and influenced the 
new art ever^^where, though more in some places than in 
others. Everywhere, throughout the eleventh centiuy, re- 
liefs were flat, proportions unnatiu*al, attitudes awkward, 
features ill formed and expressionless; but by the end of 
the century so much progress had been made that seven 
different styles or schools can be distinguished : those of 
Auvergne, of Languedoc, of Burgundy, of the He de France, 
of Saintonge and Poitou, of Normandy, and of Provence. 
To be sure, the boundaries of these schools are not clearly 
defined, and the works of each school exhibit considerable 
variations, but certain general qualities and tendencies are 
manifest. 

The School of Auvergne. — The school of Auvergne arose 
in a region where the worship of Mercury had been popular 
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after 1 132. In the central tympanum the scene at Pentecost, 
the gift of the Holy Spirit, is represented (Fig. 108). In the 
centre is the Saviour, with His hands extended beneath the 
surrounding clouds. From His fingers long rays shoot forth 
to the disciples, whose ecstatic emotion is expressed by their 
attitudes and their rapt gaze. Nothing could be more per- 
fect than the carving of the folds of the garments, nothing 
more dramatic than the presentation of the scene. The 
sculptor exhibits both originality and most exquisite skill ; 
but it is evident that he has before his mind a finely painted 
miniature, all the details of which he tries to reproduce in 
sculpture. The figures on the lintel below and in the small 
compartments at the sides are wrought in the same manner. 
The tympanum at Autun, which is of slightly later date, 
represents the Last Judgment. The face of the Judge of the 
world has been destroyed, but the preservation of the other 
figures is remarkably good. Here the same qualities of ex- 
quisite workmanship, dramatic power, and expressiveness are 
seen as at V^zelay, but here the elongated proportions of the 
figures are still more noticeable. The influence of the Bur- 
gundian school was widespread. 

The School of Sainionge and Poitoti. — The school of Sain- 
tonge and Poitou differed from those already discussed in 
giving a preponderant influence to architecture. Every- 
where in France sculpture is closely connected with architec- 
ture, not, as is usually the case in Italy, merely an added 
adornment, but in the Romanesque school of Saintonge and 
Poitou it is more subordinate to architecture than elsewhere. 
Here sculpture covers entire fa9ades, arcades shelter statues 
or high reliefs, arches and spandrels are enriched with ara- 
besques. A good example of this is the chiu'ch of Notre Dame 
la Grande, at Poitou, the entire front of which is covered 
with arcades and sculpture. The date of this building is the 
middle of the twelfth century. The sculpture is not very 
fine in execution, but it is interesting as an example of the 
use of sculpture to decorate an entire front and also because 
the persons and groups represented form a sermon in stone, 
impressing upon the beholder the truth of the Christian faith. 
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and his school; and, in respect to ornament, orientaL In 
combination they produce an impressive and even beautiful 
whole, but the appearance of the sculptures is more archaic 
than their date would suggest. The sculpture of the cloister 
of St. Trophime is finer than that of the facade, but even 
this is earlier in appearance than the contemporary work at 
Chartres. With all its richness, the sculpture of Provence 
is not the work of an original and independent school, but 
rather of able stone-cutters who are somewhat behind the 
times, and whose chief claim to originality rests upon their 
ability to combine for their own purposes elements derived 
from various sources. 

Sculpture in the lie de France. — In the He de France the 
sculpture of the eleventh century is heavy and crude, but 
the influence of the schools of Toulouse and Burgundy soon 
makes itself felt, and the school of the He de France, develop- 
ing with the growlh of Gothic ^ architecture, rai)idly becomes 
the dominant school of sculpture in France. Before the end 
of the thirteenth century it has spread, affected more or less 
by the previously existing local schools, not only to all parts 
of P>ance, but also to Germany, England, Spain, and even 
Italy. Before the middle of the twelfth century the conven- 
tions retained by the other schools began to disappear in the 
He de France. Sculpture became on the one hand more 
natural, and on the other more perfectly adapted to architec- 
ture. At the same time the tendency to a consistent arrange- 
ment of sculptures, which should make them not a mere 
pleasure to the eye, but still more a means of wlification, grew 
in strength. This in turn aided the development of sculp- 
ture, since it made it an indispensable part of every great 
church building. 

The Subjects of Gothic Sculpture of the Thirteenth Century. 
— Gothic sculpture of the thirteenth century is an interpre- 
tation of the teachings of Christian theology and religious 

' The tenn ''Gothic" waa first applied to the great mediaeval architec- 
ture of the pointed arch in the sixteenth century ^by Raphael) a^ a term 
of derision. Needless to say, the Goths have nothing to do with it. The 
term ih now applied also to the sculpture and painting which developed in 
connection with that architecture. 
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manship, which is, at least in part, exquisite, recalls that of 
the figures which adorned the Acropolis at Athens before the 
Persian invasion. They are, moreover, strictly subordinate 
to architecture. In the tympanum of the southern door 
(door of St. Anne) of the western fa9ade of the cathedral of 
Notre Dame at Paris and in the sculptures of the portal at 
Senlis, both of which are works of the last quarter of the 
twelfth century, there is greater freedom of motion and more 
simplicity of drapery ; only slight traces of archaism remain. 
Still further progress is seen in the two other western portals 
of Notre Dame at Paris (about 1220), and in the facade of 
Amiens Gothic sculpture is fully developed. The great 
cathedrals of Paris, Amiens,^ Rheims,^ Chartres,^ and Bruges,* 
to mention only a few of many, are not merely great works of 
architecture; they are veritable museums of sculpture, 
crowded with statues and reliefs, each of which is in itself a 
work of art. We should remember also that the reliefs and 
statues were colored and gilded, which must have added 
greatly to the brilliancy of their effect. 

Methods of Work. Differences in Quality, Various Schools. 
— Not that these works of sculpture are all of equal value, 
for that is by no means the case. The creation of a great 
cathedral was the work of many hands, continued for years. 
In each instance some clerical scholar doubtless selected the 
persons and scenes to be represented, and determined their 
arrangement. Drawings were then prepared, perhaps by 
the architect in charge, and these drawings, apparently mere 
rough sketches, were given to the sculptors for their guidance. 
The sculptors were, in the thirteenth century, not distin- 
guished persons, like the artists of the present day, but were 

' Sculptures of the western facade about 1230; the side portal (Vierge 
dor6p) about 1288. 

* Founded in 1211 ; the sculptures of the small right-hand door of the 
northern transept are Romanesque; those of the other two doors of the 
transept, and also some statues of the western facade, arc to l)e dated al>out 
1220-1240; the remaining sculptures belong to the second half of the tliir- 
teenth century (Fig. 112). Nearly all these l)eautiful works were destn»yed 
in 1914. 

* The western facade Ijelongs to the twelfth (*entur>' ; the sculptures of 
the portals of the transepts (Fig. Ill) are probably earlier than 1240, those 
of the porches that shield these portals probably ver>' little later. 

* The facade dates from the end of the thirteenth century. 
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" Burgundian'* Infltience in the Fifteenth Century, — The 
influence of the Burgundian school of Dijon was far-reach- 
ing in the fifteenth century. One of the sculptors whose 
works are clearly in the Burgundian style is Jacques Morel, 
who is first mentioned at Lyons in 1418 and who died in 
1459 at Angers. His attested works are chiefly tombs with 
recumbent statues. The Burgundian style is seen also in 
many Madonnas, Depositions, and other 'works, even to the 
end of the fifteenth century. One of the finest of the Deposi- 
tions, realistic and full of emotion, is that in the hospital of 
Tonnerre, by Jean Michiel and Georges de la Sonnecte, 
which was finished in 1452. Figures of the Virgin as a bitterly 
mourning mother, holding on her knees the body of her cru- 
cified Son (the "pieta''), and other scenes of grief and woe 
are common in the fifteenth century. They are represented 
with great realism and with all the intensity of emotion which 
the sculptors are able to express. Such realism is a prevail- 
ing characteristic of French sculpture of the fifteenth century. 
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less in composition, and exhibit less naive grandeur of expres- 
sion and motion. The figures on the cathedral door at 
Augsburg are in relatively low relief ; they are lively and not 
without charm. Those at St. Enunerau, in Ratisbon, on the 
contrary, are stiff and conventional. Their probable date is 
between 1049 and 1064. Similar qualities are noticed in 
some colossal wooden crucifixes in Ratisbon, Wiirzburg, 
Bamberg, and elsewhere. This stiffness is here not due to 
Byzantine influence, but to the inability of the primitive 
sculptor. 

Early Sculpture in Northern Germany. — In northern 
Germany the rudeness of the earliest work was overcome 
through the study of small works of Byzantine origin. The 
Byzantine influence, which tended towards a combination of 
good workmanship with stiffness and conventionality, is 
visible for about a centurj', beginning not far from 1075. 
The most and best monuments of this time are Saxon, and 
among these the grave monuments are most numerous. The 
hnmze efBg>' of King Rudolf of Swabia (who died in 1080), 
in the cathedral at Merseburg, is admirably executed, but is 
undeniably stiff. The famous bronze lion of Brunswick 
(1166), while not perfectly natural, is nevertheless impressive 
and vigorous. The stucco reliefs at Gernrode, of the second 
quarter of the twelfth century, representing saints and sym- 
bolic animals framed in scrollwork, exhibit Byzantine influ- 
ence very clearly. The bronze doors at Gnesen and Novgorod 
are Saxon works of this period, but have little merit. In 
Westphalia the sculpture of this time is almost all of stone ; 
it is rude and stiff, showing little originality or invention, 
though the tympana of several small churches and the colos- 
sal relief at Extersteinen, near Horn, which represents the 
descent from the cross, are not without the merit of liveliness 
and clearness. Nor does the sculpture of the Rhine country 
or of Alsace or Lorraine offer much that is of interest. Here 
and there traces of Burgundian influence are seen, but there 
is no indication of the rise of an original, native art. 

Early Sculpture in Southern Germany. — In southern Grer- 
many the twelfth century shows little or no progress. In 
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rendered, and in general there is much naturalism (Fig. 118). 
Some of the other reliefs exhibit the same characteristics. 
The later sculptures, with their calm dignity and graceful 
draperies, appear to derive their inspiration from the Saxon 
school. Among these are the sculptures of the northern 
portal and the equestrian statue (sometimes called Conrad 
III) in the interior of the cathedral. 

Naumburg, Infliience of the Saxon School. — The decoration 
of the high choir at Naumburg, in Saxony, belongs to the end 
of this period (about 1270). The sculptor evidently had a 
real sense of beauty and aimed at dramatic effect. There is 
in the reliefs a trait of vigorous naturalism, and the statues 
represent real individuals, though they are not actually por- 
traits, since they were made long after the death of the per- 
sons whose names they bear. Even in the crucifixion group of 
the choir screen similar naturalistic and portraitlike traits a|>- 
pear, combined with a feeling for beauty, with good composi- 
tion, excellent drapery, and dramatic effect. Similar quali- 
ties are seen in the somewhat less admirable statues in the 
cathedral at Meissen. The influence of the Saxon school was 
widespread, extending into Silesia and even to Transylvania. 

Strassburg, Freiburg, Other Parts of Germany. — In the 
cathedral of Strassburg only the sculptures of the transept, 
both within and on the exterior, are of the Romanesque 
period (their probable date is between 1230 and 1250), and 
even these are in great measure dependent upon French art. 
The fine figures of the Church and the Synagogue (Fig. 119), 
at the portal, are already Gothic. Many of the early figures 
were destroyed in the French Revolution. At Freiburg, in the 
Breisgau, some figures belong to this period, but most of the 
sculpture is later. The sculpture of Franconia, Bavaria, the 
regions of the lower and middle Rhine, and the lands along 
the Baltic is not abundant in this period, nor is it especially 
interesting. 

Gothic Sculpture in Germany. — The period from about 
1275 to 1450 — the last period of mediaeval art — was char- 
acterized by the complete dominance of Gothic architecture 
over sculpture. Gothic architecture was adopted in an 



CHAPTER XIV 
MEDIAEVAL SCULPTURE IN ENGLAND 

English Sculpture before the Norman Conquest. — Time and 
religious intolerance have dealt more hardly with works of 
sculpture in England than on the continent, and for that 
reason English mediaeval sculpture now seems to be of rela- 
tively slight importance. Such was, however, apparently 
not the case during a part, at least, of the Middle Ages. 

Sculpture before the Norman conquest is almost entirely 
confined to crosses decorated with scrollwork, and sometimes 
with figures,^ slabs on which scrolls and curious monsters 
are carved in very flat relief in a style apparently of Irish and 
Scandinavian origin, a few crucifixes, ivory carvings similar 
to those executed in France and Germany under Charle- 
magne, and, especially in southern and western England, a 
small number of stone reliefs the style of which seems to be 
derived from paintings, ivories, and goldsmith's work. It is 
not even certain that all of these works usually ascribed to 
the Saxons really antedate the Norman conquest. At any 
rate the continuous development of sculpture in England 
hardly begins before that event. 

Sculpture in Connection with Norman Architecture. — The 
immediate effect of the conquest was rather to stop than to 
aid the progress of the more refined sculpture of southern 
England, with which the hardy Normans had little sympathy. 
The Romanesque churches of Normandy were almost devoid 
of sculpture, unless decorative patterns may be called by 

1 The finest crosses, those at Ruthwell and Bewcastle, with their figured 
decoration, which have been cited as proofs of the existence in northern 
KnKland in the seventh ccnturv of a school of sculpture strongly influenced 
!)>• Byzantine art, are probably works of the twelfth century. See A. S. 
Cook, The Date of the HuthweU and BexDcattU CroBteM, New Haven, 1913. 
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that of the Prior's Doorway of Ely cathedral show clearly 
the influence of the school of Toulouse, w^hether it reached 
England directly or by the way of Spain, where the church 
of Santiago de Compostela, to which pilgrims from all direc- 
tions resorted in great numbers, was an important outpost 
of the art which had its centre at Toulouse, though its origin 
may perhaps be sought in the great Benedictine monastery of 
Cluny. In northeastern England, at York, Lincoln, and 
Durham, a combination of the influence of Toulouse with the 
somewhat harsh and crude earlier work in Scandinavian 
style produced toward the end of the twelfth century some 
works in which vigor and delicacy are happily blended ; but 
this northern school seems to have come to an end about 
1200. In middle England the Scandinavian or "Viking" 
style persisted throughout the twelfth century. 

Gothic Sculpture in England — Its Periofh — Heads — 
Effigies, — In England, as in France, the great development of 
sculpture took place in connection with that of Gothic archi- 
tecture, though neither architecture nor sculpture developed 
exactly as in France. Gothic sculpture in England may be di- 
vided into three pericKls, the first about 1200-1280, the second 
about 12HO-1360, the thinl about 1860-1530. In the first 
period sculpture was closely connected with architecture and 
developed with it, taking the form of heads in corbels, string- 
stops, bosses, gargoyles, and the like, of reliefs in spandrels and 
tympana, and of statues in niches on the fronts of churches. 
At the same time, however, many effigies were carved for 
tombs. These effigies were chiefly of the hard, dun-colored 
limestone called Purbeck marble, and were carved at the 
quarries or in shops at London. They undoubtedly affected 
the style of the early statues on the fronts of churches. 

The chief intert»st of the carvers of heads in corbels, string- 
stops, and the like lay in facial expression, and by the end of 
the twelfth century many such heads are already admirably 
expressive. At Wells and Salisbury the progress of such 
head sculpture can be traced until the middle of the thirteenth 
century, when it had attained great excellence of technique 
and delicacy of sentiment. The art of head stops was espe- 
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indicate that the deceased was a crusader. The development 
of knightly effigies is clearly seen in a series of tombs in the 
Temple church in London. Somewhat different types were 
naturally created for ecclesiastics and ladies, but in a general 
way all types passed through a parallel development.^ At 
first the work done at the quarries and that done in the Lon- 
don shops was identical, but before 1270 some differences in 
detail appear. After 1270 the fine, sharp folds and delicate 
carving which the use of the close-grained and relatively 
hard Purbeck marble had encouraged, gives way to broader 
surfaces and less elaborate technique. This was probably 
due in part to the desire to give greater opportunity for 
painting, and in part to the necessity of meeting the com- 
petition of effigies carved from coarser varieties of stone. 
Such freestone effigies imitated the effects of Purbeck marble, 
but were more easily wrought and therefore less exjx^nsive. 
By the use of hard stucco (gesso) and color for details and 
ornaments, they were made quite as effective as the Purbeck 
effigies. Bristol was a centre for the manufacture and dis- 
tribution of freestone effigies, but other places near which 
suitable stone existed had their local sculptors. 

The Seco7i(l Period of Gothic Snrfpture. — In the second 
period (about 12SO-13()()), various local schools of statuary 
may be distinguished. In the North, the angels of Durham 
cathedral (about 12S0) have the broad draperies and the 
emotional qualities of the Linc*oln Angel Choir, and similar 
characteristics ai)i>ear in some slightly later statues at York. 
These statues have the swaying iK)se seen in German figures, 
narrow shoulders, strong, square chins, and luxuriant curls. 
Possibly the sculptors may have l)een influenced by imported 
figures of the Madonna. In the East, the chief centf« of 
production was at Ancaster. The style is derived from the 
statues of the porch at Lincoln. The figures are somewhat 
heavy and, on the whole, lacking in delicacy. The statue 
work of southern England was much affected by the London 
shop work, though another c^entre was at Exeter. During 

' The typoH, nmtorialM, and loral nrhooln are duvcumed in detail by Prior 
and Ciurdner, Medieval Figure Sculpture in England^ pp. 545-721. 
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vlar style, but was chiefly confined to bosses, gargoyles, and 
similar small spaces. Corbel-heads grow rare in the four- 
teenth century, and when they occur they usually have the 
form of devils or monsters for the exterior and angels for the 
interior of churches. The numerous gargoyles of the four- 
teenth and fifteenth centuries have ver>' various forms of 
monsters. Heraldic beasts are frequently represented in 
relief on tombs, over doorways, or on walls. Bosses become 
ver>' elaborate and are often car\'ed with figures or groups of 
figures, in some of which the influence of the alabaster style 
is evident. About 1460 and later angels in reliefs are some- 
times entirely covered with feathers, as if dressed in feathered 
tights. It may be that the feathered wings suggested feathers 
for the whole form, or possibly feathered costumes worn in 
myster\^ plays may be imitated. Among the finest angel 
sculptures are those which adorn the arches of the wooden 
ceilings of the eastern counties. In the nave at March 
(Norfolk) are more than one hundred angels admirably 
carved in the round. Other wooden figures of this period 
are fairly numerous, and some of them are of great merit. 

Reliefs on Church Furniture, Fonts, Tonihs, Ketables, 
Stalls, etc, — The most characteristic reliefs of this period are 
the sculptured pictures on church furniture. These, like 
the contemporary' statues, are city shop work. Fonts were 
made in various places, especially at Norwich, in East 
England, where bosses were also a specialty. The fonts are 
usually octagonal, with figured panels, the style of which is, 
especially from 14(K) to 1450, essentially pictorial. In the 
second half of the fifteenth centur\' the fonts are ver\' elab- 
orate structures, and in the sixteenth century their magnifi- 
cence increases still further, while the quality of the sculp- 
ture deteriorates. 

The reliefs of tomb chests and monuments were under the 
influence of alabaster work, whether they were actually of 
alabaster or not. On the sides of tombs were generally 
"weepers** or "mourners," usually of stone in the four- 
teenth centur>', of alabaster in the fifteenth, and the survival 
of this motif is seen as late as the eighteenth centur>' in the 
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French Influence in the Eleventh Century. — In the eleventh 
century there was a great influx of French into Spain, and the 
immigrants brought with them the art which spread from 
Cluny through southern France. In many cloisters the 
sculptured capitals show the dominance of the school of 
Toulouse in the eleventh and twelfth centuries throughout 
northern Spain, though the animals and fantastic creatures 
of the earliest capitals at Santo Domingo de Silos (Castile, 
end of the eleventh century) seem to be Mussulman work, 
and several cloisters in Catalonia exhibit a style in which the 
art of Toulouse appears modified by traits of realism, by 
Mussulman decorative traditions, and also, perhaps, by 
Proven9al influence.^ In these Catalan capitals some local 
qualities are discernible, though even here the French 
elements predominate, but elsewhere in Spain the sculptured 
capitals of the cloisters are either purely French or inferior 
imitations of French work. 

Portah, — A type of portal which was frequent from the 
beginning of the eleventh to the end of the twelfth century 
has a bare t>Tnpanum, or none at all, columns with simply 
carved capitals, and archivolts covered with stars, rosettes, 
and the like, or occasionally with forms of human beings and 
monsters. Sometimes the archivolts are toothed or multi- 
foiled in Moorish taste. In the "Puerta del Palau" of the 
cathedral at Valencia such archivolts are combined with very 
delicate reliefs. This portal (about 1262) is the work of 
artists from I^erida, where the "Puerta dels Fillols" of the 
cathedral shows a very slightly earlier stage of the same style. 

Santiago de Compostela, — The portals of the cathedral of 
Santiago de Compostela, the masterpiece of Romanesque 
art in Spain, exhibit the style of Toulouse. Of the side 

> Such liTi} the rloist4>rs of San Pere and of the cathedral at Gerona, the 
cloister at Kleim. and that at San (-ugat del Vallee, near Barcelona, all of 
which may Im> aMcril)ed to the twelfth century. At San Cugat the artiat 
sitfnH his name. Arnall (*atell. under the figure of a sculptor with mallet and 
chiiR^I. The name is Catalan, not French. At Tarragona the style ex- 
hihittMJ in the cloister of the cathedral resembles in part that of San Cugat 
and ( terona. but is affected by ancient Roman sculpture, no doubt froin the 
niins of Tarracr), and includes also some Moorish ornament. The latest 
exunipie of this style is the cloister of San Francesch, at Barcelona. 
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This was founded earlier than the cathedral at Burgos, but 
its sculptures belong to the last quarter of the thirteenth 
century. The central door of the south transept imitates 
the Pverta del SarmerUal at Burgos, but exhibits greater 
delicacy in detail and more undercutting. The portal of 
the north transept is similar in style. The west porch imi- 
tates the side portals of Chartres in arrangement ; but the 
style of the charming sculptures resembles that of Bourges 
(Fig. 132). The Virgin {NueHra Senora la Blanco) on the 
support of the central lintel is a charming Spanish figure, 
painted white, with black eyes and darkened eyebrows, but 
the work is French throughout. Some of the other statues 
are probably local work, and some were carved in the four- 
teenth century and worked over at later times. 

Other Sculpture of the Thirteenth Century, — The French 
style, but in stiff er and heavier form, is seen in the portals at 
Toro and Ciudad Rodrigo, which may be the work of sculp- 
tors from I^eon. Several Madonnas at various places seem 
to be French work, and others, though French in manner, 
reproduce Spanish forms and features. But French Gothic 
sculpture appears only sporadically in Spain in the thirteenth 
century. Generally, with Romanesque architecture, an ar- 
chaic style of sculpture persists, which exhibits some French 
influence and also something of Moorish (Mudejar) taste in 
decoration. Examples of this are at Tudela, Logrono, 
Agramunt, Estella, and Cirauqui. 

Contintted French Influence in the Fourteenth Century. — 
In the fourteenth century French influence continues to 
dominate in Spanish sculpture, though a few Italian works 
exist in Aragon. In the western and southern provinces 
there is little sculpture. In general, sculpture in Spain, as in 
southern France, passes abruptly from the Romanesque 
style to a developed and complicated Gothic. 

Navarre, — The cloisters and portals of Pampeluna 
(Navarre) form a veritable museum of French sculpture of 
the fourteenth century. The work was begun near the be- 
ginning of the century and finished near its end. The artist 
of some of the earlier parts was Jacques Perut, a skilful 



MEDIAEVAL SCULPTURE IN SPAIN 253 

to Janin Lomme. The tomb of Frances de Villa Espesa (died 
in 1427) and his wife is also of similar style, and some inferior 
works at Pampeluna may be attributed to Janin Lomme's 
school. These tombs at Pampeluna and the tomb of Jean 
Due de Berry at Bourges, by Jean Mosselmans of Ypres 
(1433), show the importance of the school of Toumai and the 
similarity of its style to that of Claus Sluter. Possibly the 
presence of Janin Lomme and his helpers at Pampeluna may 
explain the fact that Juan de la Huerta was chosen as the 
artist of the tomb of Duke John the Fearless at Dijon. 

Sculpture in Aragon in the Fifteenth Cetvtury. — In the 
kingdom of Aragon, and especially in Catalonia, sculpture 
flourished in the fifteenth century. Part of the south portal 
of the cathedral of Palma (Majorca), by Johan of Valen- 
ciennes (1393-1397) and Enrich Alamant is mediocre, but 
later other northern sculptors came, whose names are un- 
known, but whose works proclaim them real masters. The 
two most noted sculptors of Aragon are, however, Guillem 
Sagrera and Pere (Pedro) Juan de Vallfogona. The former 
was also an architect. He designed the Lotze or bourse of 
Palma, the sculptures of which are Flemish in their ample, 
vigorous forms and draperies, but have a lightness and refine- 
ment peculiar to themselves. In 1450 the artist went to 
Naples, where he died before the end of August, 1453. His 
work at Naples, which was especially in the creation of 
splendid tombs, was continued by members of his family, 
Juan and Jaime Sagrera, and his son, Francesch, and brother, 
Miquel, practised the art of sculpture in Spain. At Valencia 
the sculptures of the sides of the old house of deputies and 
the municipal building (the fronts are modern) imitate the 
F'lemish style, but are more sober and severe. The bourse 
of Valencia, built between 1482 and 1493, imitates Sagrera's 
building at Palma, but the sculptors of the grotesques and 
small angels which form its decoration were Roland from 
Germany and Laurent Picard from France. At Barcelona 
the St. George on the keystone of the fountain (1450) is by 
Anton riaper6s, as is probably also the St. George in a 
medallion in the cloister of the cathedral. These are spirited 



CHAPTER XVI 
SCULPTURE OF THE RENAISSANCE IN ITALY 

The Early Renaissance 

Definition of the Term Renaissance — Three Peruxh, — The 
Renaissance may be defined as the rebirth or revival of the 
study of nature and of antiquity. The purpose of mediaeval 
art, the aim of the mediaeval artist, was to express in visible 
form religious sentiments, emotions, thoughts, or even dog- 
mas. Beauty and truth to nature were, on the whole, si'conci- 
ary considerations. There were exceptions, to be sure, aiuK 
toward the end of the Middle Ages naturalism or realism 
developed in northern Europe. In Italy Ni«)la Pisano had 
exhibited a sense of beauty founded on appreciation of an- 
cient art, but the influence of antiquity is not discernible 
in the work of his successors. Andrea Pisano, Orcagna, 
the artists of the reliefs of the facade at Orvieto, had all a 
sense of beauty, but their work shows neither the influence 
of antiquity nor the direct study of nature in any marked 
degree ; with all its beauty it is strictly mwliaeval. In north- 
ern Europe the tendency toward realism l)egan in the four- 
teenth century, and for that reason those who reganl the 
study of nature as the chief element of the Renaissance are 
inclined to make the Renaissance begin north of the Alps 
and spread to Italy. On the other hand, the study of ancient 
art exerted little or no influence in northern Europe until 
much later, but went hand in hand vnXh the study of nature 
in Italy, beginning about the l>eginning of the fifteenth cen- 
tury ; it is therefore proper to begin the study of the Renais- 
sance with Italy. The period of the Italian Renaissance 
may be divided into the Early Renaissance, about 14(K) to 
a 257 
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elder brother Bernardo, but exhibits complete independence 
by 1461, the date of the beautiful tomb of the Cardinal of 
Portugal, in San Miniato, in which vigor, grace, and orig- 
inality are admirably combined. His little St. John, in 
the Opera del Duomo, is full of charm. In the relief of the 
Nativity, in the church of Monte Oliveto, at Naples, Antonio 
product a picturesque relief which rivals those of Ghiberti's 
Porta del Paradiso. 

Mino da Fiesole. — Mino da Fiesole (1431-1484), the 
intimate friend of Desiderio da Settignano, visited Rome as 
early as 1454, again about 1463, and again about 1475-1481, 
when he, with Giovanni Dalmata, made a number of tombs, 
the most important of which is the tomb of Pope Paul II. 
His works in Rome, Florence, and elsewhere are very nu- 
merous, many of them tombs (Fig. 144). Some exhibit more 
animation than others, but in general, with all their gentle- 
ness, sweetness, and even dignity, they lack energy and vigor. 
Mino worked with great ease and rapidity, yet few artists 
have given to their marble more finish than he. He exercised 
great influence, especially in Rome, not by the originality of 
his works, but by their great number and their general, 
though not very diistinguished, excellence. 

Benedetto da Majano. — Benedetto da Majano (1442- 
1497), who worked with Antonio Rossellino and Desiderio 
at Naples and Florence, excelled the former in the expression 
of profound sentiments and the latter in the arrangement of 
figures in groups. His works are far less numerous than those 
of Mino da Fiesole, which they equal in delicacy of technique 
and surpass in animation and composition. His angel 
figures are especially admirable. Perhaps his finest work is 
the altar in the church of Monte Oliveto at Naples. 

Matteo Civitale, — Matteo Civitale of Lucca (1435- 
1501) belongs to the Florentine school and is a follower, 
though not a mere imitator, of Antonio Rossellino. Many, 
but by no means all, of his works are in his native city. They 
are distinguished for freshness and earnestness of feeling 
rather than for technical perfection. 

Most of the Florentine sculptors after Donatello were 
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almost exclusively marble workers (except that the school of 
the della Robbia worked in terra-cotta) and most of their 
works were decorative sculptm^ in connection with archi- 
tecture. Sculpture in bronze, to which Donatello's later 
years had been devoted, was, however, continued, and in 
this kind of work the sculptors aimed to add to Donatello's 
naturalism greater beauty and charm together with techni- 
cal perfection. The foremost of these artists were PoUaiuolo 
and Verrocchio. 

Antonio del Pollaiuolo. — Antonio del PoUaiuolo (1432- 
1498), the greatest goldsmith, draughtsman, and anatomist 
of his time, was also a painter and a sculptor. His chief 
works of sculpture are the tombs of Pope Sixtus IV and Pope 
Innocent VIII, in St. Peter's, Rome. The former (finished 
in 1493) is entirely of bronze and is unlike any other tomb. 
Raised slightly above the floor on concave sides is the flat 
slab on which lies the effigy of the Pope, surrounded by reliefs 
of the seven Virtues. On the concave sides are representa- 
tions of the seven Arts, Rhetoric, Dialectics, Theology, 
Grammar, Geometry, Music, and Arithmetic, to which is 
added Perspective, at that time a new and much-studied 
science. The figure of the Pope is powerful and impressive, 
though the face (evidently a true portrait) is not beautiful. 
The lesser figures are full of grace and charm, and the work- 
manship is extremely delicate. The monument of Innocent 
VIII is built into the wall. On the sarcophagus lies the 
effigy, and above is the seated figure of the Pope, at the sides 
of which are the Virtues wrought in relief. The two por- 
traits of the Pope are apparently made from a death mask. 
The workmanship is admirable throughout, and the effect 
of the whole monument is striking. Other works of sculp- 
ture by Pollaiuolo are a few busts, several statuettes, and a 
small number of reliefs in which the craftsmanship of the 
goldsmith-sculptor is conspicuous. 

Verrocchio, — Andrea di Cione, called Verrocchio (1435- 
1488) was, like Pollaiuolo, trained as a goldsmith and was 
also a painter. Almost at the outset of his career he gained 
the favor of the Medici, for whom many of his works were 
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guerri (d. 1473) at Pistoia. The bronze group of Christ 
and St. Thomas, in a niche of Or San Miehele, was ordered 
in 1465 and finished in 1483. In 1479 Verrocchio was called 
to Venice to undertake the equestrian statue of the condot- 
tiere Bartolommeo CoUeoni (Fig. 145), but he died in 1488 
before the completion of the work, which was finally cast 
and set up by the Venetian Alessandro Leopardi. The 
statue is, however, essentially Verrocchio's work. The 
number of his lesser works, scattered in various collections, 
is considerable. Verrocchio is distinguished for his excellent 
workmanship, his careful study of nature, and the beauty and 
charm of his figures, qualities which are admirably exhibited 
in the graceful, vigorous, and delightful bronze David. The 
Colleoni is perhaps the finest of all equestrian statues. More 
theatrical than Donatello's Gattamelata, it is also more 
animated and more perfectly finished. This work alone 
would suffice to place \'errocchio among the great sculptors 
of the Renaissance. 

Siena. Jacopo delta Qnercia. — Florence was the chief cen- 
tre of sculpture in the Early Renaissance, but other cities 
were not without sculptors. At Siena Jacopo della Querela 
(1374-1438) is the most important and far the most original 
artist. In his decoration, in the curving lines of his figures, 
in the thick, almost clumsy folds of his draperies, and in his 
lack of anatomical knowledge he is still mediaeval, but in 
the vigor and animation of his powerful figures the spirit 
of the Renaissance is manifest. Owing to his lack of anatomi- 
cal knowledge, his reliefs are generally superior to his stat- 
ues. The earliest known work currently ascribed to him, 
on the authority of Vasari, is the tomb of Ilaria del Carretto, 
at Lucca, which was probably erected in 14()6. This tomb, 
especially the recumbent efRgy of the deceased lady, is a 
work of great beauty and refinement; but the ascription 
to Jacopo della Querela has been questioned,^ and certisiinly 
the style of the recumbent effigy is far more delicate than 
that of any other work of this sculptor. Apart from this 

» A. Marquand. "The Tomb of Uaria del Carretto," American Journal of 
Archaeology, XIX, 1915. pp. 24-33. 
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(d. ca, 1454), Francesco di Giorgio (1439-1502), Giacomo 
Cozzarelli (1453-1515), Neroccio di Bartolommeo (1457- 
15(X)), and Lorenzo di Mariano (d. 1537), called il Marrina.^ 
None of these is great, and none continues the manner of 
Jacopo della Quercia, though he seems to have exerted some 
influence upon Federighi. This sculptor's works testify 
to diligent study of nature and of ancient art. He is at his 
best in statues and purely decorative work. Perhaps the 
best of his vigorous and dignified figures is his St. Ansanus 
(after 1456) in the Casino dei Xobili. Vecchietta's numerous 
works are technically excellent, but show little originality. 
The bronze angels by Francesco di Giorgio in the cathedral 
at Siena (1497) are attractive, but somewhat artificial. 
Lorenzo di Mariano exhibits tenderness of sentiment and 
great richness of ornament. His altar in the church of 
Fontegiusta is an admirable example of these typical qualities 
of Sienese art. 

The Paduan School of DonateUo, — Donatello was employed 
at Padua in the creation of extensive works which demanded 
the collaboration of many hands. Some of his assistants 
came with him from Florence, others were Paduans or were 
attracted from other places, and even after Donatello's 
departure Padua remained an important centre of art, partly, 
no doubt, on account of the presence of the painter Man- 
tegna, but in great measure also because Donatello's assist- 
ants continued to practise the art of their master. Their 
works, chiefly in bronze, exhibit the naturalism, the lack of 
care for beauty as an aim in itself, and the fine, rather sharp 
folds of drapery characteristic of Donatello's later style, but 
they lack the freshness and dramatic power of the great 
master's own creations. The influence of the Paduan school 
was widespread, but was strongest in the neighboring cities 
of Mantua and Ferrara. 

Giovanni da Pisa, one of the most gifted of Donatello's 
assistants, is the author of the natural, animated, and attrac- 
tive terra-cotta figures of the altar in the chapel of the Eremi- 

' Several others are known by name, but they and their works are of 
little importance. 



SCULPTURE OF THE RENAISSANCE IN ITALY 285 

in the Piazza di San Marco, admirable examples of decora- 
tion and casting, are also his work. 

Other Venetian Sculptors, — The number of works of sculp- 
ture of the last half of the fifteenth century in Venice and her 
subject towns is very great, and the sculptors must have been 
numerous. To some of them, such as Antonio Dentone, 
Camelio, Andrea Vicentino, and P>Tgoteles, definite works 
are ascribed with certainty, others are mere names, and many 
works are anon^inous. In general, the sch(X)l of Pietro 
Lombardi predominates. 

The Early Renaufsance in Rome. Filarete. Simone Ghini. 
— In Rome the monuments of the earlv vears of the fifteenth 
century — the tomb of PhiHppe d' Alen^on, the Caraffa 
tomb, the tomb of Cardinal Stefaneschi — are simple, digni- 
fied, and effective works, but mark the end of the Roman 
school of the Cosmati, not the beginning of the Renaissance, 
which was brought in some years later by Tuscan and I^m- 
bard artists. Donatello*s brief sojourn in Rome (1432-1433) 
had no lasting influence. The Florentines Filarete (Antonio 
Averlino, m. 14(X)-1469) and Simone Ghini (14()7-after 
1480) were busy for some years in I{ome. The chief work 
of the former is the bronze d(K)r of St. Peter's (1433-1445), 
which is elaborate an<l crowded with figures, but, in spite 
of its l)eautiful scrollwork, not by any means equal to Ghi- 
lH»rti's d(H)rs in Florence. Ghini's bronze tomb of Pope 
Martin V (1433?) shows the influence of Donatello; it is a 
fine work, but is somewhat lacking in originality. 

Other Sculptors in Rome. — Isaia da Pisa is best known by 
the tomb of Pojx* Eugene IV (d. 1447), though several other 
t()ml)s in Rome are his work. He was a mediocre sculptor, 
but heliXMl to intrcnluce the Renaissance into Rome. Paolo 
Taccone (ca. 1414 -ra. 1470), called Romano, worked at 
first with Isaia da Pisa, later with Mino da Fiesole and others. 
His figures show more study of antiquity than of nature. 
Giovanni Dalmata (ca. 1440 after 1509) is more vigorous 
and original. He worke<l in Rome for ten years (1470-1480), 
sometimes with Mino da Fiesole, whose name is connected 
with more works in Rome than that of any other sculptor 
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1463, retained the peculiarities of Lombard sculpture, 
though somewhat influenced by Laurana, and this influence 
is stronger in the works of his son Antonio Gagini (1478- 
1536), which are distinguished for beautiful forms, good 
technique, and pleasing expression, but not for deep feeling 
or great originality. 
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period. In his earliest work, a terra-cotta altar at Monte 
Sansovino, his style resembles that of Giovanni della Robbia. 
Of his activity in Portugal, where he spent eight years 
(1491-1498) nothing is known, and several works produced 
soon after his return to Italy possess little merit. In 1502 
he began the group of the Baptism of Jesus over the 
baptisterj^ door at Florence (finished long after by Vincenzo 
Danti), which is distinguished for depth of sentiment and 
beauty of form, though it lacks the perfect naturalism of the 
Early Renaissance and shows too clearly the influence of 
ancient art. The same defects are seen in his statues of the 
Madonna and St. John the Baptist in the baptisterj^ at Genoa. 
From 1504 to 1513 he was in Rome, where he executed, in 
addition to minor works, a number of important tombs, the 
chief of which are those of the cardinals Ascanio Maria Sforza 
(1505) and Girolamo Basso (1507) in Sta. Maria del Popolo. 
In general design these follow the precedents of the fifteenth 
century. The decorative work and some of the figures are 
excellent, but the total effect is not entirely' harmonious. 
From 1514 to 1529 Sansovino was occupied with the sculp- 
tural adornment of the Santa Casa at Loreto. He is probably 
the author of the entire design, though many portions were 
executed by others, in part after his death. Here the 
statues are inspired by Michael Angelo's paintings, and the 
effect of the reliefs is injured by the excessive prominence of 
individual figures. Nevertheless, the work as a whole is 
beautiful and impressive. 

Michael Angeh, Early Works. — Michael Angelo Buon- 
arroti (1475-1564) was born at Caprese, in the Casentino, 
of an ancient Florentine family. Though distinguished as 
architect and painter, he was primarily a sculptor. In his 
earliest works, the Battle of the Centaurs and the Madonna, 
now in the museum of the (^asa Buonarroti, he follows in 
general the traditions of the school of Donatello, but in the 
type of face, the style of the draper^', and the remarkable 
treatment of the vigorous nude forms he already exhibits 
the distinguishing qualities of his own genius. In October, 
1494, at tlie approach of Charles VIII, he fled from Florence 
u 



SCULPTURE OF THE RENAISSANCE IN ITALY 295 

the Magdalen, correct and insipid, is his work ; the rest of 
the group — the dead Christ, the Virgin, and Joseph of 
Arimathea — combines in the highest degree skill in composi- 
tion, beauty of line, anatomical correctness, and depth of 
sentiment. Even in its present condition it is a masterpiece. 

In originality, technical skill, dramatic power, and bold- 
ness Michael Angelo is a sculptor without parallel in the 
history of art. It is no wonder that his influence was supreme 
among his contemporaries and their successors. , 

Other Sculptors of the Developed Renaissance, — The num- 
ber of sculptors of the sixteenth century is great, but few 
of them are really important. The Florentine Lorenzetto 
(Lorenzo di Ludovico, 1489-1541) executed, from designs 
by Raphael, the sculptural decoration of the Chigi chapel 
in Sta. Maria del Popolo in Rome. The statue of Jonah and 
the bronze relief of Jesus and the Woman of Samaria are 
admirable, but his later, independent works are of little 
interest. Several- other Florentines may be mentioned. 
Andrea Ferrucci (1465-1526) was most successful in pic- 
turesque decorative work. Benedetto da Rovezzano (1476- 
1556), admirable in decoration and portraits, was inferior in 
figure sculpture; he was called to England to execute the 
monument of Cardinal Wolsey. Pietro Torrigiano (b. 
1472) is the artist of the fine monument of Henry VII in 
Westminster Abbey and of several other works in England. 
He went also to Spain, where his chief works are a St. Jerome 
and a Madonna in the museum at Seville. Francesco di 
Sangallo (1495-1570), best known as an architect, is less 
important as a sculptor, for his work lacks simplicity and 
directness. Giovanni Francesco Rustici (1474-1554) is 
known chiefly by the bronze group of the Preaching of St. 
John the Baptist, in the baptistery', and Baccio da Monte- 
lupo (1469-1535) by the statue of St. John the Evangelist, 
on Or San Michele. 

Gian Oistoforo Romano (ca. 1465-1512), the son of Isaiah 
da Pisa, retains much of the spirit of the Early Renaissance, 
and the same is true of Pietro Bariloto of Faenza (working 
ca. 1520-1545) and Gian Francesco da Grado (working about 



CHAPTER XVIII 
SCULPTURE OF THE RENAISSANCE IN FRANCE 

Tendency of French Sculpture in the Fifteenth Century, — 
French sculpture of the second half of the fifteenth century 
is characterized by pleasant realism, observation of nature, 
simplicity of pose and action, and (in many cases) intense 
religious feeling, for art was still chiefly religious. The forms 
of angels were popular and are often of great beauty, with a 
more familiar and human beauty than is found in the angels 
of the thirteenth century. Saints, too, are portrayed in a 
more realistic manner. Saint Joseph is a French carpenter. 
Saints Cosmas and Damian are French physicians, Saint 
George is a knight armed as for a tourney, and the faces, as 
well as the costumes and attitudes, are such as the sculptor 
saw constantly about him. The arrangement of figures 
on or in the churches was no longer determined by a learned 
and elaborate system, but by the wishes or caprices of 
individuals. Side by side with familiar realism, joined with 
it, in fact, was a spirit of mysticism and devotion. The 
scenes of grief and sorrow which followed the crucifixion — 
the pieta and the entombment — were carved in countless 
repetitions. Even now, though many have disappeared, these 
groups are counted by hundreds. In date and style they 
vary greatly, and it is difficult to classify them in local schools. 
A chronological development may be traced in details of or- 
namentation, in growth of demonstrative gesticulation and 
dramatic, even affected, attitudes, and finally in the loss of 
individuality in the faces, coupled with conventional regular- 
ity of feature. In these changes the influence of Italian art 
is seen, but they are chiefly noticeable in the sixteenth cen- 
tury. 

301 
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sculptors. The most important of the family is Jean Juste 
the elder. The monument of the Bishop of Dol {ca, 1504), 
by Jean, is purely Italian, but in the later works of Jean and 
Antoine — the tomb of Louis XII and Anne of Brittany at 
St. Denis, and those of Artus Gouffier and Philippe de Mont- 
morency, at Oiron — the influence of Michel Colombe is 
visible. Other Italian sculptors were doubtless established 
in France under Louis XII, but under Francois I a greater 
number came, first to decorate the chfiteaux, such as Fontaine- 
bleau, Blois, Chambord, St. Germain, Madrid, then to extend 
the Italian style to private houses, public buildings, and 
churches in nearly all the larger cities. Among them were 
Girolamo della Robbia, Lorenzo Naldini (Laurent Renau- 
din), Francesco Primadizzi or Primaticcio (Le Primatice), 
Benvenuto Cellini, and Domenico del Barbiere of Florence 
(Domenique Florentin). Their works were many, and their 
influence grew until the Italian style became the prevailing 
style in France. 

Survival of French Style, Ligier Richier. — Nevertheless, 
especially in the North, sculpture of really French style con- 
tinued in vogue. The parts of the choir screen at Amiens 
carved in 15.31, of exquisite workmanship and charming pic- 
turesque design, are still "Gothic** in (lecoration and style 
of sculpture, as are, with gradual changes in style, the parts 
of the beautiful choir screens at Chartres which were carved 
between 1514 and 1542 ^ (Fig. L57) ; so also are the historical 
reliefs of the Bourgtheroulde, at Rouen, and many other 
examples might be cited. Ligier Richier, the most noted 
sculptor of the sch(K)l of Ix)rraine, was born at Saint-Mihiel 
in 15(K) and died at Geneva in 1507. His style was much 
affected by Italian art, especially that of Guido Mazzoni, 
but retained also much of the spirit of French art of the 
fifteenth century. His works, almost all of which depict 
scenes of sorrow or death, show sentiment and realism, with 

' These were under the direction of Jean Texier (d. 1529). Parta were 
curve<i by Jean Soulas (1519-1525). by hi» pupiU (1530-1640), and by 
Francois Marrhand (1542). The names are known of a considerable num- 
ber of French sculptors of the sixteenth century whose style was but slightly 
aflFected by Italian art. 
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bonne, is somewhat pompous and theatrical, but is impres- 
sive and admirably executed. Though the general design 
may be by Le Brun, the modelling and workmanship show the 
exceptional ability of the sculptor. In the Rape of Proser- 
pine, at Versailles, the influence of Bernini is evident. Many 
sculptors worked with Girardon at Versailles, where the pro- 
ductions of his school may best be studied. The chief of his 
pupils was Robert le Lorrain (1666-1743), whose most re- 
markable work is the Horses of the Sun, a wonderfully spir- 
ited relief over a doorway of the H6tel de Rohan (now the 
Imprimerie nationale), in Paris. 

Coysevox, — Coysevox was a versatile, original, and pro- 
ductive artist. Much of the ornate and magnificent sculp- 
ture at Versailles is his work. His portrait busts, such as 
those of himself, of Le Brun, of Louis XIV, of the Prince of 
Conde, are admirably characteristic, lifelike, and dignified. 
The full-length portrait of Marie Adelaide of Savoy in the 
Guise of Diana is a skilfully designed and charming statue. 
The statues of Fame and Mercury on winged horses, which 
decorate the entrance from the Place de la Concorde to the 
Garden of the Tuileries, are spirited and vigorous. The 
works of Coysevox's later years are chiefly monumental 
tombs, the best known of which is the tomb of Mazarin, in 
the Institut de France. 

Puget. — Puget, older than Girardon, was somewhat slow 
in making a name for himself. At the age of seventeen he 
went to Italy, but returned to Marseilles in 164ii. Soon he 
was again in Italy, but in 1653 was once more in Marseilles. 
His Caryatides at the Hotel de Ville of Toulon, in which he 
exaggerates the manner of Michael Angelo, date from this 
period. From 1661 to 1669 he was at Genoa, where are 
several statues from his hand. The works by which he is 
chiefly known are the Milo of Ooton, Perseus delivering 
Andromeda, and the relief of Diogenes and Alexander, all now 
in the Louvre. In these he exhibits masterly technique, 
great knowledge of anatomy, and ability to represent emo- 
tion, but his desire to show his own ability is too evident. 
The life and energy portrayed seem artificial and exaggen 
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fountain are statues of Paris, seated with the rivers Marne 
and Seine reclining at her feet ; two niches contain statues of 
Seasons, and beneath the niches are charming reliefs of chil- 
dren playfully engaged in the labors of the seasons. 

Lemoyne, — Jean Baptiste Lemoyne (1704-1788) was a 
pupil of Robert le Lorrain. His chief works were bronze 
statues of Louis XV, which have been destroyed, but many 
excellent busts remain, by means of which his ability in por- 
traiture and the delicacy of his style may be appreciated. 
Among his numerous pupils were Pigalle, Falconet, CafBeri, 
and Pajou. 

SlodU, Allegrain. — Michel Slodtz (1705-1704) was the 
son of Sebastian Slodtz, who came from Antwerp to Paris 
and studied under Girardon. Michel received the prix de 
Rome in 1730 and remained in Italy until 1747. His most 
noted work of this period is the St. Bruno in St. Peter's. In 
the tomb of the Abbe Lanquet de Gerzy, in St. Sulpice, Paris 
(1750), he introduced Death as a skeleton taking part in the 
action represented. Gabriel Christophe Allegrain (1710- 
1795) was much admired by Diderot for the classic grace of 
his statues, but the works by which he is chieflv known — 
"Diana surprised by Actaeon" and a "Girl bathing" — are 
not the works of a great artist. 

Pigalle. Falconet — Jean Baptiste Pigalle (1714-1785), 
a pupil of Robert le I^orrain and Lemoyne, was a sculptor of 
greater originality and power. His " IVIercury fastening his 
Wings to his Feet '* is graceful and full of life. He executed 
a number of monumental tombs which are admirably done, 
but too elaborate and eccentric in composition to suit modem 
taste ; they appealed, however, to the taste of the time. The 
most noted of these is the monument to Maurice of Saxony, 
in Strassburg. Maurice Etienne Falc^onet (1710-1781) 
was a pupil of Lemoyne. Like Allegrain he admired and, 
in some degree, imitated ancient art. His " N>Tnph entering 
the Bath " (in the Louvre) is a graceful, pleasing study of the 
nude, and his great bronze equestrian statue of Peter the 
(ireat, in Petrograd, is a really powerful and impressive 
work. 
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works. Many other French sculptors were active in the 
eighteenth century, among them Pierre Julien (1731-1804), 
Adam (the uncle of Clodion), Vassg (1716-1772), Boizot, 
Roland, and Edme Dumont. Their works exhibit the quali- 
ties peculiar to the period, but are neither so numerous nor, 
as a rule, so characteristic as those of the greater artists. 
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eighteenth century, among them Pierre Julien (1731-1804), 
Adam (the uncle of Clodion), Vasse (1716-1772), Boizot, 
Roland, and Edm6 Dumont. Their works exhibit the quali- 
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stone, Veit Stoss almost exclusively in wood, and Peter Viseher 
in bronze. Each of these had his helpers, and there were 
many other sculptors in Nuremberg. The works of this 
school are many, and dated examples are not few. In the 
ateliers of some painters {e,g, Michael Wohlgemuth) works 
of sculpture were undertaken but, owing to the close guild 
system, artists confined themselves to one kind of work and 
were not, as in Italy, painters, sculptors, and architects in 
one person. So the works of sculpture ascribed to Wohlge- 
muth were probably made from his designs by sculptors in 
his employ, not actually carved or modelled by himself. The 
Deposition in the Kreuzkapelle at Nuremberg is probably 
the best known of these works. Albrecht Diirer also made 
designs for sculpture to be executed by others. 

Veit Stoss. — Veit Stoss (1438 ?-l 533) was born at Nurem- 
berg, spent the years 1477-1486 and 1489-1496 at Cracow, 
and the rest of his life in his native city. His earliest attested 
work is the altar-screen (Marienaltar) at Cracow, which was 
probably begun in 1477 or soon after. The central pane^ 
represents the death of the Virgin, with figures of more than 
life size, and above this the Virgin received into Heaven by 
her Son. Below, in the predella, is the Tree of Jesse. In 
the wings are eighteen scenes of the lives of Mary and Jesus. 
The work is characterized by dramatic attitudes, expressive 
faces, and voluminous draperies deeply undercut. The work 
by which the sculptor is best known is the Annunciation (der 
englische Gruss) in the Lorenzkirche at Nureml>erg. Here 
the Virgin and the Angel stand in a carved wreath of roses, 
on which are medallions of scenes from the life of the Virgin. 
The chief figures are more graceful and l)eautiful than in his 
earlier work, but less vigorous. Many other works are as- 
cribed to Veit Stoss, some of them without due reason. 

Adam Kraft. — Adam Kraft (m. 1450-1509) seems to have 
spent his entire life at Nuremberg. His earliest known works 
are the reliefs of Christ bearing the Ooss, the Entombment, 
and the Resurrection in the Schreyer tomb on the outside 
of the Sebalduskirche. The contract, dated 1492, calls for 
the reproduction in stone of the paintings which adorned the 



SCULPTURE or RENAISSANCE IN GER^IANY 319 

ment, it gained an international reputation. The wnrk» of 
Peter Vischer are all tombs, either simple slabs, ornamoittn) 
epitaphs, or elaborate free-standing structures. The earli- 
est of these is the tomb of Archbishop Ernst of Saxoii,v, at 
Magdeburg, the sculptured figures of which show, in the 
simplicity of attitudes and draperies, the Wginiiing iif the 
Renaissance. His most important monument is the tonih 
of St. Sebaldus at Nurem- 
berg, an elaborate structure 
of Gothic form, the first 
sketch for which dates from 
1488, whereas the work was 
done between 1507 and 1519. 
In the figure sculpture of this 
monument the influence of 
Italian, specifically Venetian, 
art is clearly seen. This 
may be due in part to Diirer, 
but Peter's sons, Peter the 
younger and Hans, had, ap- 
parently, both visited Italy 
and both worked with him 
on this tomb. Perhaps, 
then, their part in the work 
was considerable. In loV.i 
Peter was called by the 
Emperor Maxmilian to Inns- 
bruck to work on the great FninRii im. — Hmtnc HUitiip «[ 
tomb of the Hapsburgs. He in'niiTirurk. "^' *^ ' ' "^ 
received payment for two 

statues, and it is generally assumed that the statues of 
Theodoric and Arthur (Fig. 164) are his work. Tlicj- arc 
certainly the best of the statues of the tomb, and are remark- 
able works. The statue of Arthur is one of the finest bronze 
statues in existence. After their father's death Peter the 
younger and Hans continued to work in bronze, but their 
productions, in the style of the Renaissance, are for the most 
part no longer tombs, but small objects of decorative art. 
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(1499-1513), at Bamberg. U often sp.»kt'ri of a-^ liU v 
piece. Even in his late:st works. Uienit'iisfhiitnilor 
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Gothic in manner. He b dlstinfrubhnl for t-xwIK'nt 
manship, picturesque realLim, and deliattc M'lititnrut. 

Smbia and the Upper Rhine. Multurhrr. Sj,rliii, fiHn 
— iledal-maken. — The schnol of Swiihji) ami llu' I |H'i- 
Rhine seems to have derived its in^pirution fmin i\\v Mniii )i 
Burgundian school of Dijon. In Swuhiii tliv lUii'i uniit i 
Llm, where the first sculptor of innc-li ini|>iirtMiiif' h llxn 
Multscher, from Reichenliofcn in tlic Allpiii, \\h\> \mi ■ i n 
rolled as a citizen of I'lm in 1427. IlisKri'iil unrL i i iln ull-ii 
piece at SterzinfF, inTvTol (14.><), a niiiiiiiini'Hiiil i i<ni|in iiim 
comprising thirty-five figun's. 
These are now scuttf «•( I , 
though most of them are still 
in Sterzing, but not toRftlHT, 
The central figure, the Ma- 
donna, is still in its oriKiniil 
place. It is graceful, witli an 
expression of great swcctni-ss, 
and with admirahlt- draiM-r.v. 
Some of the other fiKiin-s of 

this great work wen- (frlniihlv ' " 

by other hands, jM-rliap-^ ill )iii rt 

by Jorg Syrlin Uv. W.V) \Vf\,, <| 

and the most jxipulitr .''iil|ii'.r i,1 i\,i . t. \ i 
choir stalls of tin- <'iit.)i<'lri>l ..t I In. ■ \ U : i 
figures of proplii-t-v fin'l 'il> I -tt,., , i| , 

of great iiirlividtnilii ,, ll -luf . I . I 

alike for their fxjtri': 'i'lFr '>f ' l.rr I if ,i 

The .nlendf-r fi|;tir' ; :f \ i.t,>l > i. i <l | 
market-pla'-f 'I Ik/, ..t'- f\ ■. '. ,|, | 

oak, from ihf obfn ,■ '<f V" ■•■.•• I 
tohimon groiinrl-' ',f • ■- (( , / , ,i 
carved <\W, I (V,, -,- ■ ' ' , ' i 

BUuU:iir«-r,. xu ,f,..-.-.>.. .' . . il , 

in the -udn*' 'r,..f'> - . ■; - - . , l j 

Syriin. (t. y/o^ti - ■ . , , ' ' . . 
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able for close observation of nature and delicate workmanship. 
Among Dutch sculptors who worked in (Jermany Nicholas 
of Leyden (Claus Gerhaert, known as Nicolas Lerch) w the 
most noted. His work at Baden (I4til), StrasshurK (I4t'>4), 
Constance (1470), and Vienna (the tomb of Km|)emr l'>t'd- 
erick III) is distinguished for its vigorous realism. 

Bavaria. — In Bavaria stone sculpture pre<lominate3, 
owing to the presence of red marble arul Solentiof lime.stonc. 
The figures are strong, thick-set, some- 
times coarse, simple in pose and move- 
ment, often stiff ; the drapery has 
smalt, irregular folds, with no clearly 
exprrased motives. Yet there is real 
naturalism, and earnestness in expres- 
sion and composition. The gravestone 
of the Emperor Ludwig the Bavarian, 
in the Frauenkirche at Munich (soon 
after 1468), by master Hans, is a work 
of dignity and power. The cluirclics 
of Munich, Landshut, 1'as.sau, and 
Ratisbon contain many monuments 
of this coarse and vigorous art. The 
chief of the Munich school was l'>as- 
mus Grasser, who was active in !4S0 
an<l certainly for some years Ix-fore 
an<l after that date. The finest wfMxlcn 
sculptures of Bavaria are the statues Kiiuhk ni7. -si m.ii- 
of (_hrist, the virgni, an<l the twelve 
Apostles in the m<mastiTy of Hluteaburg, near Munich (Fig. 
Ifi7), which exhibit more slender pro|Hirtions, mon- impres- 
sive drapery, and a finer sense of In-auty tliim other 
Bavarian works. 

Tywl. — In Tyn)l wood is almost the only material of 
sculpture, and the onl>- sculptor of importance is Michael 
Pacher of Bruneck. He is first mentioned in 14(i7 and died 
in 1498. His altarpieee of St. Wolfgang (1477 14K]) is his 
finest work, and shows most fully his naturalism. Ills liking 
for rich garments, for variety of |H>se, and for dramatic group- 
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the princes called to their courts Dutchmen or ItaliitniiM) 
Flemings. German sculptors were reduced to the condition 
of artisans. Alexander Colin, of Malines, who decoraUxl in 
Flemish style the facade of the castle at Hcidelltorf;, n-aa 
called to Innsbruck in 1562 to finish the tomb of Knip«<n>r 
Maximilian. He modelled the bronze statue of the kneeliiiK 
emperor and carved the picturesque alabaster reliefs of the 
sarcophagus. The tomb of Emperor Ludwif; I, tlie Uax'artan, 
in the Frauenkirche at Munidi, 
was designed by Pieter de Witte, 
better known as Pietro Candido 
or Peter Candid, who had ac- 
quired the "grand style" in 
Italy. He was for many years, 
beginning with 1586, the real 
director of art in Munich. At 
Augsburg the fountain of the 
Emperor Augustus (1593) is hy 
Hubert Gerhard of Antwerp, 
and the fountains of Mercury 
and of Hercules (1599) are by 
Adriaen de Vries, a pupil of 
Giovanni Bologna, who was 
aftem'ards called to Prague as 
sculptor to Empwror Rudolf II. 
These names suffice to show the 

character of sculpture in Ger- Fujurb uis— TiwCmiiKli-i^ 
many; it was not German tor. by s,l.ui...r, Hrriin. 

sculpture. Even before the thirty years' war (lennan 
sculpture had ceased to exist. 

Revival of Smlphire. SchliUer. — Toward the end of the 
seventeenth century Germans began again to practise sculj)- 
ture, chiefly for architectural decoration. Foreign influence, 
which at this time is the influence of the Italian baroque, is 
very strong. The first important sculptor is Andreas 
Schliiter (1664-1714). He was probably at some time in 
Italy, for he shows the Italian sense for monumental effect, 
but in other respects he is attached rather to the Dutch school, 
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SCULPTURE OF THE RENAISSANCE IN TIIK 
NETHERLANDS AND IN ENGLAND 

The Nktiiki<i,ani)h 

Earlier Sculpture in the NetherlandH, \M\\\v (li.Mr\)HHh\^ 
the sculpture of the IlenaisMuncc in i\\v KvihvvUuwU h Tow 
words must be devoted to t\\v sculpt nrr of t»arlirr tiiuiVH, 
Unfortunately the ravages of the iconorlnstM in iUv stH^^Mui 
half of the sixteenth century, eM|)e<'inlly in \M\, \\vh\\\\\%>\\ h 
very great part of the sculpture which then cxistinl, and how 
great the destruction in the war that iM'gan in MM I n\n\ phue 
to be cannot yet be detennine<l. Certainly nun\y of tho 
works to be mentioned presently arc no h»ngcr in r\istentr» 

There seems to have been little Hnnunuvstine or n^rly 
Gothic sculpture, and what there was sluAVnl litth* national 
character, but was de|M»ndent upon French \\t Hhenish art* 
In the fourteenth century then' was an important scIuh*! at 
Tournai, where interesting funiTcal monmnents wert* \m\* 
duced, the reliefs of which containtMJ relativt'ly few llgtU'eSt 
and these natural and dignificHi and arrangtnl in simple gron|is. 
In the fifteenth century the sculpture of the Netherlands 
attained great importance throughout Kurope. Janiu 
Ix)mme at Pampi»luna, in Spain (see page UiVJ), (1aus Sinter 
and his fellow-workers at Dijon (see page 21 ii) , and numy t>ther!i 
practised their art in foreign lands, and the mnnlMT of work* 
of sculpture exported from the N(»therlands was very gnmt. 
They are to be found in nearly every (Humtry of Kuro|H». 

Sculpture in Small Diviensiojw, — The art in which the 
sculptors of the Netherlands excelltnl is not griMit momnnental 
art, but sculpture of small dimensions, for the most part in 
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shops and sold to such customerH aH rhom* to huy thorn » not 
made with special reference to the \)Uuvh whon* tlu\v wriv to 
be set up. Their style, which wan sonirwhat stiff and ht^vy 
at first, gains in freedom and ^race in thr latter |mrt of \\\r^ 
fifteenth century. The chief c(»ntn»M of tluM art WTrr Antwerp 
and Brussels, but there were many Hcuilptors iilso at NUlintvH, 
Haarlem, Leyden, and Utrecht. Tin* work done at all thts^ 
centres, and at other, less important, plinnsH, whh eminent iaily 
similar, with only slight local (lifft»n»ne<\s. Sonu* altnrpitHHSH 
are, however, really original works of art. Sneh wn^ tluv^^ at 
Herenthals (1510-1537) and in Notrt* l>iune tif LenOnH^k^ 
by Passchier Borremans, that from Notn* Hann^ I\oin la 
Ville at Louvain (now in the nnisenm at Hrnssels'i. h\ vlau 
Borremans, another in the nnimMun at HnisseU whieh e\m« 
tains the portraits of the donors, Claude de N'illa and (ientine 
Solaro, that of Oplinter, done at AntwtTp in KVJA, anti tluv«*e 
of Loenhout, Villiers-la-Ville, aiul St. Denis tit l.i^K^\ In all 
these and not a few others the individuality of a rt*al artist is 
seen, though the es.sential elenuMits of styh^ are the same in all 

Statues, — A limited number of statues exists whieh wert^ 
made in the Netherlands in the fifteenth and sixteenth «vn« 
turies. They are naturalistic*, realistic, and exprtvssive* At 
Dinant, Malines, and Touriuii wert* skilful nu^tal workers, 
who produced reliefs and statuettes ptjssessin^ nnieh the 
same qualities as the wooden sculpt \ires of the altarpiiHvs, 

The Italian Renaissance in the Nrtherhiuh, In the six" 
teenth century the Italian styh» rtMU*hes tin* Netherlands, 
The tomb of Mary of Burguncly, by Jan tie Haekert^ of 
Brussels (1495), already shows traces of Italian intluemv, anti 
this influence increased rapidly. The Hrt^placv in the etnu\eil 
room of the Franc de Bruges, desigiunl by the painter I^iniv- 
lot Blondeel, executed by Guyot de Beaugrand and three 
others, was set up in 1529. The n»liefs with whieh it is 
decorated contain life-size figures of Charles V, Maximilian I 
and his wife Mary of Burgundy, Ferdiinind of Aragon and 
Isabella of Castile. The quiet gra(*e and rt»latively simple 
draperies of these figures show a break with the traclitions of 
Flemish art, and the ornamental motives — putti, es<*utch- 
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in the sixteenth century were numerous ; among them were 
Pieter Coecke of Alost (1507-1550), the unknown artist of 
the tomb of Jean de Merode (d. 1559) at Gheel, and Alexander 
Colin or Colyns (1529-1622), whose work at Innsbruck and 
Prague has already been mentioned. There was much orna- 
mental sculpture of putti and scrollwork ("grotesques'*) in 
the sixteenth century, especially in the first half, which 
resembles closely the contemporary work of the same kind 
done in Italy. The most famous example of this is in the 
town hall at Audenarde, by Paul van der Schelde (1531). 

The Baroque in the Netherlands, — In the seventeenth cen- 
tury the baroque style flourished abundantly in the Nether- 
lands. Among the earliest artists in this style were Jan and 
Robert de Nole, who came from Utrecht but were made 
citizens of Antwerp in 1593. Their works — tombs and 
figures of saints — are seen in a number of churches in 
Antwerp, Brussels, and Ghent. Fran9ois Duquesnoy (1594- 
1642), the most distinguished Flemish sculptor of his time, 
was the son of a sculptor, Jerome Duquesnoy, who was 
active at Brussels until 1641. Francois went to Italy in 1618 
and remained there until his death. His activity was chiefly 
in Rome, where he was known as Francesco Fiamingo, and 
the only work by him in Belgium is the admirable tomb of 
the Bishop of Trieste, in the church of St. Bavon at Ghent ; 
even this was finished by his brother Jerome (1602-1654). 
Another family of sculptors bore the name of Quellin, or 
Quellinus, and each of the three known members of the 
family was named Artus. The eldest was admitted to 
the guild of St. Luke in 1606. His son Artus Quellin 
(1609-1668) is the best artist of the family and the one 
meant when the name is mentioned without further quali- 
fication. His chief work is the sculptured decoration of 
the town hall at Amsterdam. He was a sculptor of no little 
power, and his influence extended into Germany. His 
nephew, Artus Quellin the younger (1625-1700), assisted him 
in his work at Amsterdam and made many statues for 
churches. Still another family of sculptors is that of Ver- 
bruggen. The father, Pierre Verbruggen the elder, was a 
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Plateregque iJ^rf/raium, —In th*' MU't'Uih rvuiury the art 
of the NetherlaiKlsarKl of Germany hari supplantiil thcFrcnc-h 
art which had pre\'ailerl in Sfiain in earlier times. Meanwhile 
the old mudejar trarJitioas were still strong, and in siime 
places, as in the catherjral ^fonnerly the mosf^ue; at rorclnva, 
fine stucco decoration in pure miuhjar style was still em- 
ployed. In other pla^-es the ^-rmihinatinri of flarriFMiyant 
Gothic, Renaissance, anri jnmhjnr elements prcnlnr-efl a rich 
and characteristie style of fief*oratir»n, of whieh the facade 
of the university at Salamanea ^aUiut I ISO; is a fine example. 
Such decoration, i-alh-*! platiTesr|ij#% from its resemblance to 
goldsmith*s work, is prevalent until the final triumph of the 
Renai.ssance. An example in whirh the Henaissanci* ele- 
ments are stronger than in the university at Salamanca is the 
portal of the hr>spital of Santa (Vuz at Toleilo iV'xfs,, 171), bv 
Enrique de E^as 0404 I :> 1 4;. 

Foreign ArtijfU ami InflurvrrM. --■ Many fine wcMnl-carvings 
in churches — stalls, M'H'^'ns, altari)ie<es - in the fifteenth 
and the early part of the sixt<*^*nth centuries are the work of 
foreigners; the names of Jean de Malincs and the German 
Theodoric are connected with the stalls at I>eon ; a Fleming, 
a Hollander, and thn'<* Frenchmen were at work in Zamora 
from 1512 to lolO ; RcKlrigo Aleman carved the stalls at Pla- 
sencia and thos<* of Tolc*do with their lively battle scenes ; 
the Fleming Dancart wrought the wonderful altarpiece at 
Seville ; Topin, of Holland, was the artist of the royal tombs, 
and some parts, at least, of the great altarpiece at Toletio 
(1507). In thes<r works the style is northern, only the 
increased splendor and magnificence being Spanish. The 

Sir, 
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foreign artists had native assistants. So Sebastian Almonaeid 
was employed with Copin at Toledo ; he had carved twelve 
statues of apostles at Parral in 1494, and in 1509 he worked at 
Seville with a sculptor, Pedro Millan, who may have been a 
Fleming. It is as yet impossible in most cases to tell what 
part in any great work belongs to the Spanish workers, but 
not a little of the sculpture of the many fine tombs and other 
works of this period must be attributed to Spaniards. The 
rich and splendid sculptiu'e of San Juan de los Reyes, at 
Toledo, begun by Juan Guas, perhaps a Fleming, is neither 
Flemish nor Gothic, in spite of the Gothic form of its setting. 

Gil de Siloe and the School of Burgos, — The most brilliant 
work of Castillian sculpture is the burial chapel in the Cartuja 
of Miraflores (Fig. 172), near Burgos, which contains the 
alabaster tombs of King Juan II and his queen Isabella and 
of Alfonso (father, mother, and brother of the great Isabella), 
and a magnificent reredos of wood. The tombs were begun 
in 1489, the reredos in 1496. The whole was finished in 1499, 
and forms an ensemble of surpassing richness, gleaming with 
gold, color, and the warm glow of alabaster. The almost 
confusing wealth of detail is elaborated with the greatest care. 
The effigies of the dead are admirable, and each accessory 
figure and statuette is a work of art in itself. Of the artist, 
Gil de Siloe, little is knoA^oi except his works. He collaborated 
with the foreigners who worked in the cathedral at Burgos, 
and was the artist of the tomb of Juan de Padilla (d. 1491), 
which is now in the museum at Burgos. At Miraflores he 
combines the teachings of the Flemish and (Jerman masters 
with the traditions of vitidejar art. Other masters of the 
school of Burgos are Diego de la Cruz and master Guillen, 
to whom the great reredos in the chapel of the Conception in 
the cathedral at Burgos is attributed. Their work is, except 
in its size and magnificence, northern in character. Several 
other similar altarpieces, which make the whole wall dis- 
appear behind a mass of reliefs, are to be seen at Burgos. 

Portuguese Sculpture, — In Portugal the art of this period 
was also a mixture of northern realism with the rich geo- 
metrical ornament of oriental art. It is vigorous and 
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Florentine, Giuliano da Poggibonsi, who had worked under 
Ghiberti on the earlier bronze door of the baptistery, carved 
twelve alabaster panels with biblical scenes in the cathedral 
at Valencia. An altarpiece (destroyed in 1812) at Valencia 
was made soon after 1469 by a Pisan silversmith. A Floren- 
tine, Giovanni Moreto, who was settled at Saragossa before 
1513 and worked there until after 1542, was undoubtedly 
influential in making the Italian style prevail in Aragon. 
His chapel and altarpiece at Jaca (1523), his two altarpieces 
and his stalls at Saragossa are all in the style of the Italian 
Renaissance. In Murcia and Granada two Florentines, 
Francesco and Jacopo Indaco, worked as architects and 
sculptors about 1520, and at Granada a Milanese, Martinp, 
was also employed. The tomb of th^ Infanta Don Juan 
(1512) at Avila and the double tomb of Ferdinand and 
Isabella (1517) at Granada are works of a Florentine, 
Domenico di Sandro Fancelli, to whom the tombs of Cardinal 
Pedro de Mendoza, at Toledo, and Archbishop Don Diego 
Hurtado may also be attributed. A "Miguel Florentin" 
also worked at Seville about the same time. Somewhat 
earlier Nicoluso di Francesco, of Pisa, had brought to Seville 
the glazed polychrome terra-cotta of the della Robbia. Pietro 
Torrigiano was at Seville in 1526 and died there in 1528. 
His chief works, a series of painted terra-cotta statues, 
probably exercised considerable influence. Several other 
Italian sculptors worked in Spain, and the trade in finished 
Carrara marbles, which was carried on chiefly at Genoa, also 
served to spread the style of the Renaissance in Spain. 

Early Spanish Sculptors who adopted the Italian Style. — 
Spaniards were quick to adopt the Italian style. In Granada 
Juan Garcia de Pradas made the doorway to the royal chapel 
(1522), decorated in the style of the Renaissance. At 
Sigiienza, in Castile, under the leadership of Domenico 
Fancelli, a group of Spanish sculptors — Francisco Guillen 
of Toledo, Francisco de Baeza, Juan de Talavera, and a Sebas- 
tian, no doubt Almonacid — worked together in the new 
style. The chief Spanish sculptor in Castile was the highly 
gifted Vasco de la Zanza, who retains in the ornamentation of 
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teenth century the baroque style in its most exaggerated form 
invaded Spain. The chief baroque sculptor was Chirriguera 
(d. 1725). At the same time some works retain something of 
the earlier emotional purity, but in general the period of 
baroque sculpture is without interest. In the eighteenth 
centur>' Philip V undertook to revive art by bringing sculptors 
from France, and numerous French works of his time testify 
to their activity. Francisco Zarcillo (1707-1748) of Murcia, 
whose father, Nicola, from Capua, in Italy, was a sculptor, 
created statues of remarkable emotional effect and truth to 
life, though their draperies are confused and their attitudes 
exaggerated. The number of his works is said to be more 
than 1800. The teaching of the Academy of San Fernando 
(founded in 1751 by Ferdinand VI) undoubtedly tended to 
restrain exaggerations and excesses in sculpture, but also 
to repress originality. In general, Spanish sculpture of the 
eighteenth century lacks interest, though the number of 
sculptors is considerable. Among them may be mentioned 
A. Pujol of Catalonia, P. Duque of Seville, Juan de Hines- 
trosa, A. Salvador (d. 1766), Philip de Castro of Galicia 
(d. 1775), Francisco Gutierrez (d. 1782), Juan de Villanueva, 
the Ron brothers, Salvador Carmona, Juan Alonso Villa- 
brille, Felipe del Corral, Alfonso Bergaz, and Manuel Alvarez. 
The works of these men are seldom original in any marked 
degree. They follow the prevailing style of the French 
sculptors, often with a certain degree of grace and charm. 
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in the entrance to the L'^ffizi gallery, the Inconsolable in the 
Campo Santo at Pisa, and the Pyrrhus and Astyanax in the 
Poldo Pezzoli Museum in Milan may be mentioned as char- 
acteristic. Luigi Pampaloni (1791-1847) was considered the 
equal of Bartolini. He was distinguished as a sculptor of 
children, but also produced many larger works, such as the 
statues of Arnolfo di Cambio, Filippo Bnmelleschi, and Leo- 
nardo da Vinci, and the monument to the singer Virginia de 
Blasiis, at Florence, the colossal statue of Pietro Leopoldo at 
Pisa, and the tomb of Lazzaro Papi at Pistoja. His works 
show spontaneity, sentiment, and taste. Among the other 
Italian sculptors who may be classed as romanticists are 
Pietro Magni (1817-1877), Giovanni Strazza (1818-1875), 
Antonio Tantardini (1829-1879), Francesco Somaini (d. 1894), 
and Tommaso Solari (1820-1889). 

The Realwtic School, — The romantic school mingled senti- 
ment and naturalism with the traditions of the classicists. 
The progress of science, democracy, and individualism in the 
nineteenth century led to still further development and pro- 
duced the realistic school. It was from Paris that Bartolini 
had brought romanticism to Italy, and Paris was the chief 
centre of the realistic school in its turn. Thence it passed to 
Italy. The first Italian sculptor of the realistic school was 
Giovanni Dupre (1817-1882), a follower of Bartolini who went 
further than his master in the direction of naturalism. His 
first important work was the Death of Abel, in the Pitti 
gallery at Florence. His statues of Giotto and Sant' Anto- 
nino in the porch of the l^ffizi express admirably the characters 
of the persons represented ; his Pieta in Siena is an excellent 
piece of work, and his monument to Cavour, at Turin, shows 
individuality and originality. Vincenzo Vela (1822-1891) 
was even more modern and realistic than Dupr6. His 
works are many and various, including public monuments and 
portrait statues, dramatic figures, such as the Spartacus and 
the Dying Napoleon, and more ideal creations, such as Prayer 
and Resignation. Ettore Ximenes (b. 1855) is a productive 
artist, whose works possess something of the nobility and 
delicacy of the Early Renaissance and are at the same time 



CHAPTER XXIII 

MODERN SCULPTURE IN FRANCE AND BELGIUM 

The Classical Revival, — In France the classic revival was 
encouraged by the influence of the Comte d'Angevilliers, 
director of arts, manufactures, palaces, and parks under 
Louis XVI, by the authority of the eminent scholar and critic 
Quatrem&re de Quincy, and by the example of the famous 
painter David. Among the sculptors who were active 
chiefly in the reign of Louis XVI and the time of the Revolu- 
tion are Philippe Laurent Roland (1746-1816), Jean Guil- 
laume Moitte (1747-1810), Joseph Chinard (1756-1813), 
Pierre Cartellier (1757-1831), and Antoine Denis Chaudet 
(1763-1810), all of whom were essentially neo-classicists. 
The most important among them is Chaudet; he was 
strongly influenced by Canova, with whom he shared the 
favor of Napoleon. Many of the works of these artists were 
made of perishable material for temporary exhibition and 
have now disappeared, but enough remain to enable us to 
judge of their artificial and conventional style. 

Fran9ois Joseph Bosio (1763-1845), an admirer and imita- 
tor of Canova, was constantly employed by Napoleon, Louis 
XVIII, and Louis Philippe. The equestrian statue of 
Louis XIV in the Place des Victoires, in Paris, is probably 
his best-known extant work. Some of the sculptures of the 
Arc du Carrousel and the monument in the Place Vendome 
are by him, and several of his works, including the "Nymph 
Salmacis,*' a semi-nude female figure, are in the Louvre. 
Charles Mercier Dupaty (1771-1825) belonged to the same 
school. Jean Baptiste Giraud (1783-18.%) was another 
classicist ; two works in the Louvre, however, a marble 
statue of a dog and a group, in wax, of a dead woman and 
2a 353 
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feeling contained in the whole composition have nothing in 
common with the art of Canova or Thorvaldsen. Of Rude's 
other works the most characteristic are the Napoleon at 
Fixin, near Dijon, a half-recumbent figure nearly covered 
with a military cloak, the tomb of Godefroi Cavaignac, in the 
cemetery of Montmartre, the statue of Gaspard Monge, at 
Beaune, the statue of Marshal Ney, in Paris, and the "Jeanne 
d*Arc,*' now in the Louvtc (Fig. 178). In all of these he 
shows himself a master of dramatic sculpture. Less impor- 
tant, because less characteristic, is the attractive statue of a 
Neapolitan fisher boy. In his latest works, a Hebe and a 
Cupid, in the museum at Dijon, Rude is less original and less 
successful. As a sculptor of great p>ower and as the first of 
the French sculptors who made sculpture the vehicle for the 
expression of emotion and freed it from the conventions of the 
neo-classic school. Rude is one of the important figures of the 
nineteenth century. 

David d' Angers. — Pierre Jean David (1789-1856) is called 
David d'Angers, for he was born at Angers and is thus most 
easily distinguished from the painter David. His works are 
very numerous and are to be seen in many cities of France. 
His statue of the Great Conde, the plaster model of which 
was exhibited in 1817, was finished in marble in 1827 and is 
now at Versailles. This statue, a realistic figure of the young 
Conde in the costume he actually wore and in the act of 
throwing his general's baton over the walls of Freiburg, as- 
sured the sculptor's reputation. His works were sought from all 
parts of France, and sometimes they were hurriedly executed. 
But his vigorous, realistic style and the great number of his 
works make him an important factor in the development of 
sculpture. In the pediment group of the Pantheon, France, 
standing between seated figures of Liberty and History, 
holds out bunches of wreaths to the Frenchmen who have 
been distinguished in war and peace. The composition is not 
entirely successful, though the central figures are dignified and 
some of the portraits are go(Kl. The statue of Philopoemen, 
in the Louvre, is classic in theme, but in effect b a vigorous 
stu(l\ of the nude male form in a rather contorted posture. 
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independence of Belgium gave a fresh impetus to sculpture, 
especially in the creation of public monuments. In their 
works the classic style is modified by romantic and rococo 
traits. 

The New School. De Vigne. Van der Stappen. DiUens. 
— The new Belgian school, beginning about 1880, is more 
realistic, that is, more in touch with real life, than the school 
which preceded it. The manifestations of this realism are 
as various as the personalities of the sculptors. Paul de 
Vigne (1843-1901) was a poetic artist, who had been much 
impressed in Italy by Donatello and in France by the modem 
French school. His figures express by turns tenderness, 
revery, religious or patriotic fer\'or; they are always irre- 
proachable in form and graceful in pose. Among them the 
" Immortality" and the "Poverella" in the Brussels museum, 
the "Triumph of Art" in the front of the Palais des Beaux- 
Arts in Brussels, and the " Breydel and De Coninck " at Bruges 
may be mentioned. Charles van der Stappen (1843-1910) 
showed greater vigor than Paul de Vigne, but was, like him, 
a portrayer of human feelings and sentiments. His "Man 
with the Sword *' in the museum at Brussels and his " Death 
of Ompdrailles" are powerful and characteristic works. 
Julien Dillens (1849-1904) showed good ability in his monu- 
mental groups, such as the "Justice" in the Palais de Justice 
at Brussels, and charming sentiment in his funereal monu- 
ments. These three artists, and some others among their 
contemporaries, still exhibit the lingering influence of the 
classic school, though not its academic coldness. 

Realists, De Groot, Caihier, Meunier. — The realists 
in the stricter sense make the laborer the chief subject of their 
art. Guillaume de Groot (b. 1839) glorified manual labor in 
a powerful dramatic figure in the Brussels museum, and 
Cathier (18.*iO-1892) represented in 1872 a group of workmen 
at the base of the Cockerill monument in Bru.ssels, but the 
man who made the glorification of laI)or the chief end of 
Belgian sculpture, the most powerful, original, and complete 
sculptor of the realistic school, was Constantin Meunier (1831- 
1904). As a young man he was for a time a sculptor, then he 
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Lalaing, better known, perhaps, as a painter, showed him- 
self a sculptor of great dramatic power in his monument to 
the British officers who fell at Waterloo and his "Fighting 
Horses" in Brussels ; his statue of La Salle in Chicago is also 
excellent. Several recent Belgian sculptors have distin- 
guished themselves by their representations of animals; 
among them, besides Vin^otte and I^alaing, are L6on Mejnon 
(1847-1898) and Josu6 Dupon (b. 1864). Other sculptors 
worthy of mention are Desenfans (b. 1845), Isidore de Rudder 
(b. 1855), Pierre Braeck (b. 1859), Jules Lagae (b. 1862), 
especially gifted as a portrait sculptor, and Charles Samuel 
(b. 1862). Delicate and charming statuettes of ivory have 
been carved by Julien Dillens, Charles Samuel, Charles van 
der Stappen, Josu6 Dupon, and Alphonse van Beuren. 



MODERN SCULPTURE IN GERMANY 373 

the most part, less akin to that of Michael Angelo than to 
that of Bernini's successors. He strains for effect, and in- 
troduces too many and too various decorative motifs. 
Among his very numerous large works, the Neptune foun- 
tain, the Monument of Emperor William I, and the Schiller 
monument, all in Berlin, are perhaps the best. Some of 
his portrait busts are admirable. The tendency to ostenta- 
tion visible in many of his works is still more evident in those 
of some of his many pupils, some of which may be studied 
in the Siegesallee in Berlin. The most distinguished of his 
pupils is Joseph Uphues (1850-1910), among whose works 
are the Moltke monument in Berlin and the Frederick the 
Great in the Siegesallee (replica in Washington). The 
realistic tendency was represented at this time in Munich 
by Caspar Zumbusch (b. 1831). 

The New Sculpture. — In Germany, as in England, the 
closing decades of the nineteenth century saw a great awaken- 
ing of public interest in sculpture and a remarkable increase- 
in the number of s(»ulptors who seriously and conscientiously 
work for the progress of their art. The new German sculp- 
ture, like the new sculpture in other countries, is primarily 
realistic and naturalistic, striving to present things as they 
are, or, in some instances, as they seem to be to one who 
examines them not too closely. Mingled with realism is 
sometimes a touch of learned pedantry, as when Hahn 
imitates the drapery of an Athenian figure of about 500 
B.C., or Hoetger the style of the sculptures of the cathedral 
at Strassburg. The Roman costume given by Tuaillon to 
the equestrian statue of the Emperor Frederick I at Bremen 
is almost without parallel in recent sculpture. The German 
tendency to theorize has led in some instances to the pro- 
duction of bizarre or, as the case may be, academic works, 
and the experiments that have been made with polychromy 
and the emplojinent of various materials have not always 
led to good results. But in spite of occasional errors and 
failures, German sculpture of recent years is vigorous and 
earnest, thoughtful, progressive, and often inspired by a 
distinctively national sentiment which lends it a peculiar 
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ment in Hamburg. August Hudler (1868-1905) was an 
exceedingly able realistic sculptor, some of whose later works 
(e.g. the Ecce Homo and the David) are dignified and full 
of restrained sentiment. Benno Elkan (b. 1877) has been 
greatly influenced by Bartholome and Rodin. Among his 
best works are medals and small bronze reliefs. He has also 
experimented with polychromy. Hermann Hahn (b. 1868) 
is especially successful with portrait statues, busts, and 
medals.^ 

Spain 

The Neo-classic Period. — In the early part of the nine- 
teenth century Spanish sculptors joined those of other coun- 
tries in producing academic allegories and mythological 
works. Jose Alvarez (1768-1827) is known by his "Defence 
of Saragossa" (1817) and his monument of "The Second of 
May,'* spirited works of patriotic significance. Other 
artists of the early part of the century are Jose Alvarez y 
Bougel (1805-1830), son of Jose Alvarez, Ramon Barba 
(1767-1831), whose statue of Cervantes in Madrid is well 
known, the brothers Bellver, Francisco (b. 1812), Mariano 
(1817-1876), Jose (1824-1869), and their relative Ricardo 
Bellver (b. 1845), Jose Piquer (d. 1871), Jose Vilches, 
Medardo Sanmarti, who departs from the classic and aca- 
demic precedents in his charming statue "The Fisher," 
Agapito and Venancio Vallmitjana, Elias, Martin, Andres 
Aleu, and Juan Figueres. 

The Rise of Naturalism, — An approach to naturalism is 
seen in the works of Ponciano Ponzano (1813-1877), Manuel 

1 Other German sculptors of the present time, some of whom are not 
inferior to those mentioned in the text, are the following : Artur Volkmann 
(b. 1851). Hermann Lang (b. 1856). Frani Stuck (b. 1863), Paul Peterich 
(b. 1864). EmU Dittler (b. 1868), Richard Engelmann (b. 1868), Hans 
LuetkenH (b. 1869). Ernst Barlach (b. 1870), l*Yans MeUner (b. 1870), 
VVilheim Ricdisser (b. 1870), Ignatius Taschner (b. 1871), Ludwig Habich 
(b. 1872), Theodor von Gosen (b. 1873), Frits Hoemlein (b. 1873), Johannes 
Bossard (b. 1874). Bernhard Hoetger (b. 1874). Georg Kolbe (b. 1877). 
Richard Langer (b. 1879). Josef Hoefiler (b. 1879). Hermann Haller (b. 
1880). Wilhelm Lehmbruck (b. 1881). Hans Schwegerle (b. 1882). and 
Richard Adolf Zutt (b. 1887). All of these had attained considerable 
reputation before 1914. 
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off, Posene, Naps, and Gratchoff chose chiefly Russian genre 
subjects; Feodor Kamensky and Gensburg have shown 
ability and a sense of beauty in graceful and expressive figiu'es. 
Prince Paul Troubetskoy is a powerful, original, and versatile 
sculptor, whose works, ranging from colossal groups to stat- 
uettes, are full of life and energy. He is a realist and an 
impressionist, a distinguished representative of two of the 
strongest tendencies of the present day. Bom (1866) in 
Italy of an American mother, and now living in the United 
States, he is a cosmopolitan rather than a Russian artist. 
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his correct and uninspired style. John Gibson (1790-1866) 
was the most noted English sculptor of the classic school. 
In 1817 he went to Rome, where he studied under Canova 
and Thorvaldsen and remained until 1844. His earliest 
original work is the Sleeping Shepherd ; then followed Mars 
and Cupid, Psyche borne by Zephyrs, Narcissus, Hylas, 
Hero and Leander, and other similar sculptures, all in the 
strictly correct classic style. His Queen Victoria is robed 
in classic garments. In 1862 he exhibited his "Tinted 
Venus," an attempt to revive the coloring of statuary prac- 
tised by the Greeks. His colors were rather timidly used, 
and the work was not well received ; it lost the beauty of 
white marble without acquiring the richness and brilliancy 
of mediaeval or modem polychrome statuary. 

Others of the Classic School. — Other sculptors of the 
strictly classic school were William Theed (1764-1817), 
William Pitts (1790-1840), Thomas Campbell (1790-1858), 
Richard John Wyatt (1795-1858), Patrick Macdowell (1799- 
1870), and Joseph Durham (1814-1877), whose works, like 
those of other contemporaries, are little more than attempts 
to imitate, in slightly varying forms, the qualities of ancient 
art. Allan Cunningham and Henry Weekes, who worked 
with Chantrey on some of his monuments, were well-known 
portrait sculptors, as were also William Behnes (1790-1864), 
Thomas Kirk (1784-1845), and John E. Jones (1806-1864). 

Alfred Stevens. — Although the classical school survived 
until some time after the middle of the nineteenth century, 
the movement toward greater life and reality in sculpture 
began considerably before that time. The first man who 
broke away from the classical traditions sufficiently to 
be regarded as the beginner of the transition to naturalism 
was Alfred George Stevens (1817-1875), a pupil of Thorvald- 
sen, but one who did not follow the precepts of his master. 
He received his chief inspiration from the works of Michael 
Angelo, and in his monument to the Duke of Wellington, 
in St. Paul's cathedral, produced a work of real power. His 
decorative sculptures exhibit a breadth and freedom in marked 
contrast to the feeble efforts of most of his contemporaries. 
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fountain in King's College, Cambridge, of the "Entomb- 
ment" in Hythe church, and the marble doorway of the 
Holborn restaurant. He produced also a considerable 
number of effigies and busts, besides several ideal works, 
such as "Playmates" (1897; a girl with a kitten), "Re- 
morse" (1901), and "Ariel" (1882). His work has nobility, 
solidity, and largeness of style. 

Lawson. Simonds, — George Anderson Lawson (1832- 
1904) received his artistic education in Scotland and, in a 
measure, in Rome. His "Dominie Sampson" (1888) is 
frankly humorous; in his later work he aimed at Greek 
severity, tempered by modern feeling. His work is virile 
and possesses distinction, but possibly lacks animation. 
George Simonds (b. 1844) was a pupil of Schilling in Dresden, 
then worked in Brussels and Rome. In addition to monu- 
mental and decorative sculpture, he has produced many 
ideal works, such as "Dionysus astride his Leopard," 
"The Goddess Gerd," "The Falconer" (in Central Park, 
New York). His work is intellectual, imaginative, refined, 
and well executed. 

Brock. Bates. Thomycroft. — Sir Thomas Brock (b. 1847) 
has produced a great quantity of sculpture. He was a 
pupil of Foley, but has advanced far beyond his master. His 
works include many portrait busts and statues, as well as 
numerous ideal figures, such as "Eve," "Salamacis," and 
"Hercules and Antaeus" in his early style, and "The Mo- 
ment of Peril" (a combat of an American Indian and his 
horse against a great serpent) and "The Genius of Poetry" 
in his later manner. He is the author of the Queen Victoria 
Memorial in London. In his earlier works he is still classic, 
but later adopted the romantic and, in some measure, 
naturalistic style. His work is scholarly, refined, and dig- 
nified. Harry Bates (1850-1899) united modem treatment 
and classic form. His. style is serene and free from' all 
restlessness (Fig. 187). His portrait busts are excellent 
both in technique and in portrayal of character. His 
reliefs are especially good. W. Hamo Thornycroft (b. 1850) 
received his early training from his father, who was an in- 
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difiFercDt sculptor, and his natural tendency was toward the 

imitation of Flaxman and the antique. This b seen in some 

of his early work, but hb "Lot's Wife" (1878) and hb 

"Artemis" (1880) have a romantic quality, and hb "Teucer" 

(1881) b abeady more realistic. The "Medea" (1888) 

retains traces of classicism, mingled with romanticism and 

realism. The "Sower" and the "Mower" are frankly 

realistic. He is the author of a number of public monuments 

and of ideal and real portraits. 

In general, hb work in the 

round b better than his reliefs ; 

but in all his work he exhibits 

strength, refined taste, and a 

sense of beauty. 

Beginnings of the New School. 
JU Character. — The change 
which has been noted in the 
works of Brock and Thomycroft 
is typical of the change in the 
character of British sculpture. 
The dull classicism of the pre- 
vious generation has passed away, 
and a more vigorous spirit has 
taken its place. This change is 
due originally to the influence 
of Carpeaux, but that influence , 
was brought to England mainly by Jules Dalou, a refugee 
from Paris at the time of the commune, who was for some 
years master of the modelling classes at South Kensington. 
Hewas succeeded by Edouard Lant^ri, and W. S. Frith, Alfred 
Gilbert, and others helped to encourage the new tendency. 
The modem English sculpture aims at restrained and taste- 
ful picturesqueness. It is realistic, but its realism b tem- 
pered by poetry and grace. Not beauty of form atone, 
but sentiment and, above all, action are the objects of 
the sculptor's interest. Drapery is likely to hide the action, 
and therefore a preference for nude figures is evident. Occa- 
sionally this leads to the production of statues which are 



MODERN SCULPTURE IN GREAT BRITAIN 383 

little more than studies of the nude. The number of 
modern sculptors is considerable, and it will be impossible 
to mention all whose work is meritorious. 

Thomas. Ford. Swan. Lvcchesi. — J. Havard Thomas 
(b. 1854) produced several portrait busts and monuments 
between 1872 and 1889. His "Slave Girl" (1886) is a 
realistic figure, exquisitely carved, for this sculptor carves 
his marbles (when they are not too large) himself, whereas 
most modern sculptors content themselves with modelling. 
In 1889 he went to Italy, where he devoted himself for several 
years to carving realistic heads of South Italian types. His 
statue "Lycidas'* is classic in type, but not neo-classic. It 
is full of life and superbly modelled. In general, this artist's 
work is restful, delicate, and full of poetic feeling. Edward 
Onslow Ford (1852-1901) was the artist of many portraits, 
both busts and statues. Among the latter are Irving as 
Hamlet, and Gordon mounted on a camel. The most 
noted of his other memorial monuments is that of Shelley, 
at University College, Oxford, which is finely executed, but 
somewhat artificial in design. Onslow Ford's portraits 
are almost unsurpassed. His ideal statues are chiefly 
female nudes. In all his works he displayed a fine feeling 
for beauty and great refinement, though occasionally he 
employed too much elaborate detail. John Macallan Swan 
(1847-1910) was especially a sculptor of animals, chiefly 
of the felidae. His naturalistic presentation of the move- 
ment of the great cats is remarkably lifelike and powerful. 
His modelling is fine and accurate. In the relatively few 
human figures he produced, he showed originality and 
skill. Andrea Carlo Lucchesi (b. 1860) is a sculptor of 
pleasing ideal figures, chiefly female nudes. His work is 
realistic and at the same time romantic. 

Watts. Leighton. — Two painters, George Frederick Watts 
(1817-1904) and Sir Frederick (later Lord) Leighton (1830- 
1896), distinguished themselves and exerted great influence 
by a few works of sculpture. Watts produced several large 
statues and groups, among them "Bishop Lonsdale" in 
Lichfield, "Hugh Lupus" for the Duke of Westminster, and 
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"Pliysical Energy," which was executed in duplicate and 
stands in South Africa and in London. In all these there is 
great vigor, breadth, and simplicity. But his most admired 
work is a bust of Clytie, which shows how a classic subject 
can be so treated as to be full of life and reality. Lord 
Leighton's "Athlete strang- 
ling a Python" (1877), his 
later statue " The Sluggard " 
{Fig. 188), and the statuette 
" Needless Alarms " prove 
him a master of the tech- 
nique of modelling and the 
possessor of remarkable 
knowledge of the human 
form and its movements, 

Gilbert. Frampton. Reyn- 
olds-Stephens. Drurp. 
Frith. Pegram. Jones. — 
Alfred Gilbert (b. 1854) is 
the author of many busts, 
monuments, and ideal fig- 
ures, such as Perseus, Icarus, 
"The Kiss of Victory," 
"Comedy and Tragedy." 
His statue of Queen Vic- 
toria, at Winchester, is not 
merely an admirable por- 
trait, but an embodiment 
of the majesty of royalty. 
He has done also a great 
deal of decorative work in 
metal, and the revival ol 
the use of the cire perdue 
method of bronze casting in England is due to hhn. His work 
is full of life, is playful and broad. His manner Is sometimes 
a little florid, but his taste is pure and refined. He is one of 
those who combine metal and colored stones with white 
marble. Sir George James Frampton (b. 1860) is a sculptor 
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of varied powers. His first important work is a Socrates 
(1884), which was followed by several ideal figures. In 1893 
he exhibited the " Mysteriarch, " his first polychrome statue, 
since which time he has employed color freely in his sculptures, 
Hi» decorative work is rich, original, and varied. The 
" Peter Pan," in Kensington 
Gardens (Fig. 189), shows the 
delicacy, refinement, and charm 
which characterize his work. 
Portraiture seems to interest 
him less than ideal work, but 
he has produced many excel- 
lent portraits. W. S. Frith 
deserves mention chiefly as 
an excellent and influential 
teacher, though his work in all 
fields of sculpture is vigorous 
and intelligent. Henry A. 
Pegram (b. liiG'2) was a little 
(t)nvetitioiial in his earliest 
work-s, but with "The Bather" 
(lam) and "Labor" (1890) he 
showed himself as a realist. His 
monument to Mrs. Michael is 
combines beauty with pathos. 
He exhibits much decorative 
feeling, sen.se of the values of 
light and shade, with a big style 
and much movement and life. 

Captain Adrian Jones (b. 1845) Fnume IMI — ivwr l^an- 

made u specialty of groups which iirumc iiy KrHinntoii. KpnHJnK^ 
contain horses. William Reyn- f" <'»rd-™. L»>«ion. 
olds-Stephens (b. 18(12 at Detroit) has worked nmch in 
metals, as well as in marble. His work is refined and deli- 
cate. Some of his purely decorative work is remarkably 
good. The work of Alfred Drury (b. IS.'i?) consists of pub- 
lic monuments, portrait busts, ideal figures, and deforati\'e 
sculpture. He is a good observer and his technique is 
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clever. His work is quiet, contemplative, and well de- 
signed. 

Pomeroy. Toft. LanUri. Fehr, Colton. — Frederick 
William Pomeroy, like Dniry a pupil of the Lambeth schools 
under Dalou, is an artist of great taste, ability, and productiv- 
ity. His work is reaUstic, full of truth and vigor ; his tech- 
nique and modelling are excellent, and his decorative designs 
good and effective. He has produced many ideal works, 
such as "Dionysus," "The Nymph of Loch Awe," "Perseus" 
(with reminiscences of Benvenuto Cellini), and "The 
Spearman," also numerous public monuments and portrait 
statues. Albert Toft, after modelling several reliefs, ex- 
hibited his first statue, "Lilith," in 1889. This was followed 
by several ideal statues, for the most part nude female 
figures. The "Spirit of Contemplation," a nude female 
seated in an arm-chair, is a dignified, refined, and thoughtful 
composition. Toft's memorials of the Boer War at Cardiff 
and Birmingham, his portrait busts, and his ideal composi- 
tions, especially those of recent date, are full of refined 
thoughtfulness and poetry. Edouard Lanteri, a naturalized 
Belgian, is a sculptor of varied gifts, but his chief importance 
is due to his teaching at the Royal College of Art. Henry 
C. Fehr is a productive sculptor, but his work, with all its 
fine workmanship, cleverness, life, vivacity, and excellence 
of design, lacks depth and seriousness. W. R. Colton 
(b. 1867), the author of public monuments in England and 
in India and of numerous ideal works, showed himself 
strongly influenced by Rodin in his attractive and graceful 
high relief "The Crown of Love," but he possesses too much 
individuality to become a blind follower of any school. 
His work is varied and full of life. 

Other English Sculptors. — Other modern English sculptors 
are William Birnie Rhind, W. Goscombe John (b. 1860), 
Bertram Mackennal (b. 1863), who is much influenced by 
French art, especially that of Rodin, G. Herbert Hampton 
(b. 1862), F. E. Schenck (d. 1908), George Edward Wade, 
Gilbert Bayes (b. 1871), David McGill, Charles John Allen, 
Frank Mowbray Taubman (b. 1868), James Pittendrigh 
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MacGillivray (b. 1856), Paul R. Montford (b. 1868), Francis 
Derwent Wood (b. 1872), and Alfred Turner. Indeed there 
are still others, such as Frederick Thomas, Frank Fisher, 
Mortimer Brown, and J. C. McClure, who are clearly sculp- 
tors of ability ; but a complete list would be uninstructive, 
and enough has been said to indicate the numerical strength 
and the genuine excellence of the modern English sculptors, 
who, although influenced by foreign, especially French and 
Belgian, art, really form a national English school. 



CHAPTER XXVI 
SCULPTURE IN THE UNITED STATES 

Early Attempts.. — Sculpture in the United States is, 
naturally enough, only of recent growth. The earliest 
attempts possess little interest, but may be mentioned for 
the sake of completeness. Mrs. Patience Wright (1725- 
1785) of Bordentown, New Jersey, made wax busts and 
statues which were greatly admired both in America and in 
England. John Dixey, an Irishman, after coming from 
Italy in 1789, made a few statues, but busied himself chiefly 
with decorative carving for private houses. The great French 
sculptor Houdon visited the United States in 1785 and made 
the statue of Washington which is in the State Capitol at 
Richmond, Virginia, but his stay was brief and his work 
exerted no permanent influence. The ardent and eccentric 
Italian, Giuseppe Cerrachi (b. Rome, 1740), came to America 
in 1791 with a plan for an elaborate monument to Liberty, 
but his project met with little support, and he returned to 
Europe, after making a number of good busts of prominent 
men, several of which still exist, though his bust of Wash- 
ington has disappeared. William Rush (1757-1833), of 
Philadelphia, had little or no training, but apparently some 
ability, if we may judge by his statue of the Nymph of the 
Schuylkill, the wooden original of which has been replaced by 
a bronze copy which stands in Fairmount Park, Philadelphia. 
Rush's most important contribution to American art was his 
activity in founding the Philadelphia Academy of Fine Arts, 
in which his bust of Washington is preserved. John Frazee 
(1790-1852), of Rahway, New Jersey, was also deficient in 
training. He made, in 1824 or 1825, the first marble portrait 
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by an American sculptor, a bust of John Wells for Grace 
Church, New York. He also made busts of Daniel Webster, 
John Jay, and others. Hezekiah Augur (1791-1858), of 
New Haven, seems to have had no little native ability, but 
he was almost entirely without training, and his work exerted 
no influence. 

The Classic School, Greenough.- Powers. Crawford, — 
American sculpture as an art practised by trained sculptors 
begins with the work of Horatio Greenough (1805-1852). 
He it was who first led Americans to study sculpture in Italy, 
and the classical school of Canova and Thorvaldsen domi- 
nated sculpture in the United States until the last quarter of 
the nineteenth century. Greenough is most widely known 
by his statue of Washington in the garb and attitude of 
Olympian Zeus, a statue which might, if placed within the 
capitol, where its author intended it to be, produce a much 
better effect than it produces in its present position in the 
open air. His " Chanting Cherubs " is an adaptation of figures 
from a painting by Raphael. His best works are his portrait 
busts. Hiram Powers (1805-1873), like Greenough a 
thorough classicist, lived a great part of his life in Italy. 
His "Greek Slave*' was exceedingly popular. There is a 
gentle sentiment in the face, and the rest of the statue is so 
refined as to remove all suggestion of human nakedness from 
its marble nudity. His portrait busts and statues are good, 
but he cannot be said to have shown great originality. 
Thomas Crawford (1813-1857) was more original than 
Powers, but was a pupil of Thorvaldsen and a classicist. His 
colossal " Freedom," which was cast by Clark Mills and sur- 
mounts the dome of the capitol at Washington, is a dignified 
and impressive figure. His bronze doors of the capitol, in- 
spired by Ghiberti's doors of the baptistery, are well designed, 
and his pediment group of the Indian mourning the Decay 
of his Race, also part of the adornment of the capitol, though 
not a great work, is independent and, on the whole, well 
conceived. The Washington Monument at Richmond is 
not especially fine, but, as one of the earliest equestrian 
statues in the country, it deserves mention. 
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Hughes. Braum. Palmer. — Ball Hughes (1806-1868) 
was an Englishman, who came to America in 1829. His 
statue of Alexander Hamilton, destroyed by fire in 1835, is 
said to be the first marble statue actually carved in this 
country, and his bronze statue of Dr. Bowditch, in Mount 
Auburn cemetery (now recast), is said to be the first bronze 
statue cast here. Henry Kirke Brown (1814^1886) went 
early to Italy, but refused to become a classicist, believing 
that American art should be concerned with American sub- 
jects. His equestrian monument of Washington, in Union 
Square, New York, is his chief work, though the equestrian 
statue of General Winfield Scott, in Washington, is also 
excellent. His other works are rather commonplace. Clark 
Mills (1815-1883) modelled the first equestrian statue erected 
in this country, that of General Jackson in Washington, 
erected in 1853. He also made an equestrian statue of Wash- 
ington and cast Crawford's " Freedom.'* Erastus Dow 
Palmer (b. 1817), at first a carpenter, obtained what little 
training he had in this country. Not until 1873 did he visit 
Europe, and then only for a short time. His "Indian Girl" 
and "White Captive," strictly American subjects, were very 
popular. In these, as in his other works, such as Resigna- 
tion, Spring, the Infant Flora, the "Spirit's Flight," Faith, 
Mercy, The Angel of the Sepulchre, many of which were 
reliefs, he exhibits much poetic sentiment. His portrait 
busts are also creditable. 

Bali Story. R. Rogers. Rinehart. Hosmer. — Thomas 
Ball (b. 1819) produced a few works of strictly classical style 
and lived in Florence most of his life after the age of thirty- 
five, but remained thoroughly American. His most im- 
portant works are public statues, such as the equestrian 
Washington in Boston, the Daniel Webster in New York, 
and the Emancipation group in Washington. He was an 
artist of high ideals, which he handed down to his pupils 
Milmore and French. William Wetmore Story (1819-1895) 
lived after 1851 in Florence. His works comprise a number 
of strictly correct and classic statues, such as the Cleopatt^, 
Semiramis, Polyxena, and Medea in the Metropolitan Mu- 
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seum in New York, and several portrait figures. His Cleo- 
patra and his Libyan Sibyl were greatly admired in England 
and are less cold and lifeless than most of his productions. 
Randolph Rogers (1825-1892) lived in Rome after 1851. 
His *'Nydia, the Blind Girl of Pompeii/' a graceful figure, 
but somewhat lifeless, was much admired in England and in 
his native country. The "Lost Pleiad" and the Ruth are 
of similar character. For the capitol at Washington he 
designed the bronze doors illustrating the life of Columbus. 
Among his larger works the "America" at Providence and 
the " Michigan " at Detroit are most noted.^ William Henry 
Rinehart (1825-1874) went to Italy for a short stay in 1855 
and returned thither in 1858 to spend the rest of his life. In 
the Rinehart Museum of the Peabody Institute, Baltimore, 
are forty-two casts and three originals (marble) of his works. 
He was a thorough classicist. His Endymion sleeps in the 
same room of the Corcoran Gallery in Washington which 
contains Powers' Greek Slave, and a bronze replica adorns 
the sculptor's grave at Greenmount cemetery. His most 
famous work, the Cl\i:ie, is greatly superior to the Greek 
Slave, though hardly more original. His seated statue of 
Chief Justice Taney, at Annapolis and Baltimore, is a dig- 
nified and worthy monument. Miss Harriet Hosmer (1830- 
1908) was a pupil of the English sculptor Gibson, at Rome. 
She produc^l two amusing little figures, " Puck" and " Will- 
o-the-Wisp,*' but her other works, with the exception of a 
few portrait statues, are cold and formal classical produc- 
tions. Such are the Oenone, the Zenobia, the Beatric»e 
Cenci, and the Sleeping Faun. Miss Hosmer was the last of 
the strictly classic school. 

Other Sadpiorst. — Other sculptors whose activity falls 
before the Centennial Exposition of 187r> were Henr\' Dexter 
(180()-187r)), John King (b. 18(K)), Joel T. Hart (1810-1877). 
Shobal Vail Clevenger (1812-184.S), Joseph Mozier (1812- 
1870), Edward A. Brackett (b. IHIS), Edward Sheffield Bar- 
tholomew (1822-1858), Benjamin Paul Akers (1825-18()1), 

' A oollertion of rust^ of hirt workH is ut Ann Arbor, Micbisan, where he 
pHMsed some yean* of his youth. 
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John Adams Jackson (1825-1879), Thomas R. Gould (1825- 
1881), Leonard Volk (b. 1828), John Rogers (b. 1829), 
William Rimmer (b. 1816), Thomas Gould (1818-1881), 
Richard Saltonstall Greenough (1819-1904), Chauncey B. 
Ives, Henry J. Haseltine, Mrs. Dubois, Emma Stebbins 
(1815-1882), Margaret Foley, Fldmonia Lewis, Vinnie Ream 
(Mrs. Hoxie), and Blanche Nevin. These sculptors followed 
for the most part the traditions of the classic school, though 
they frequently chose biblical subjects and produced also 
many portrait busts and statues. John Rogers devoted him- 
self to genre subjects and produced many statuettes and 
small groups which were immensely popular on account of 
their realism and also because his subjects, connected with 
the Civil War and with the negroes, appealed to the imagina- 
tion of the people. 

Ward. — John Quincy Adams Ward (b. 1830) was trained 
by Henry Kirke Brown. His work is honest, serious, well 
executed (not merely modelled for others to carve), and full 
of life. His early works, The Indian Hunter, The Freedman, 
The Pilgrim, The Private of the Seventh Regiment, were 
followed by many portrait monuments, among them the 
equestrian statues of Generals Thomas, Sheridan, and Han- 
cock, and the admirable standing statue of Henry Ward 
Beecher in Brooklyn. He is also the author of the well-con- 
ceived sculptures in the pediment of the Stock Exchange in 
New York. As president of the National Sculpture Society 
for many years, Mr. Ward has exerted great influence. 

P, and L. Powers. Waldo Story. Ezekiel. — The Italian 
influence which was so strong in the early part of the nine- 
teenth century yielded to the influence of Paris. The change 
began even before the Franco-Prussian war, but did not 
become pronounced until later. A few American sculptors 
still clung to the Italian school. Such are Preston and Long- 
worth Powers, sons of Hiram Powers, and T. Waldo Story 
(d. 1915), son of W. W. Story. Moses Jacob Ezekiel, born 
in 1844 at Richmond, Virginia, received his artistic training 
in Germany. His style was thoroughly German until he took 
up his residence in Italy, after which it became Italian. He 
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produced many busts and some public monuments, but after 
1886 his work was chiefly ideal and religious. 

Thompson. Mead. Bissell. Simmons. Milmjore. — 
Several sculptors should be mentioned here, whose work 
hardly belongs to the new school, though much of it is modern 
in date. For the most part they devoted themselves chiefly 
to the production of the public monuments erected after the 
Civil War. Launt Thompson (1833-1894), born in Ireland, 
came to America and became a pupil of Erastus D. Palmer. 
His portrait statues and public monuments are dignified and 
well conceived. Larkin Goldsmith Mead (b. 1835) is the 
author of the Lincoln Memorial at Springfield, Illinois, of 
many other public monuments, and of numerous ideal works. 
Most of his time after 1862 was spent in Italy, and his works 
show strongly the Italian influence. George Edwin Bissell 
(b. 1839) produced designs and models for public monuments 
and a complete marble statue without professional training. 
In 1875-1876 and much of the time in 1883-1896 he was in 
Europe. His work, which includes many portrait busts, 
statues, and public monuments, is serious, careful, and full of 
character. Franklin Sinunons (b. 1839) has executed about 
one hundred portrait busts, numerous public monuments, 
and a number of ideal statues, including Penelope, Medusa, 
Galatea, the Seraph Abdiel, and the Mother of Moses. 
Martin Milmore (1844-1883) came from Ireland in 1851. 
His most important work is the Soldiers' and Sailors' Monu- 
ment in Boston, certainly one of the best works of its class 
in the whole country. His other works are chiefly war 
monuments and portrait busts. 

French Influence. Roberts. Connelly. Hartley. Waryer. 
Mrs. Whitney. Miss Ney. — Howard Roberts (1845-1900) 
exhibited a figure called "La Premiere Pose" at the Centen- 
nial Exposition in 1876, which aroused great interest, as it 
was the first notable example of the modern French style in 
American sculpture. A few ideal busts and statues or 
statuettes, Hester Prynne, Hypatia, Lot's Wife, Eleanor, 
make up nearly the sum of Roberts' works, but he has the 
honor of having introduced the French style. Pierce Francis 



394 A HISTORY OF SCULPTURE 

Connelly, like Roberts, made his appearance at the Centen- 
nial Exposition and soon disappeared. Among his works 
exhibited there are a vigorous romantic group of "Honor and 
Death" and a classic "Thetis," showing the wide range of 
the sculptor's taste and ability. Jonathan Scott Hartley 
(b. 1845) studied under Erastus Dow Pahner, at the Royal 
Academy in London, in Berlin, Italy, and Paris. His works 
are almost all public monuments or busts, in which he shows 
himself an admirable portraitist. Olin Levi Warner (1844- 
1896) worked for three years under Jouffroy and Carpeaux 
in Paris. He produced fine, characteristic portrait busts and 
statues, a few admirable nude figures, a beautiful fountain at 
Portland, Oregon, and a number of fine reliefs, among them 
those of one of the bronze doors of the Congressional Library. 
Among his public monuments the "Governor Buckingham," 
at Hartford, the " William Lloyd Garrison," in Boston, and 
the "General Devens," also in Boston, are especially good. 
Two women — Mrs. Anne Whitney and Miss Elisabet Ney 
— should also be mentioned here. Mrs. Whitney (b. 1821) 
did not begin the study of modelling until she was nearly 
thirty-five years of age, but produced a considerable number 
of interesting works. Among them are statues of Leif Eric- 
son (Boston and Milwaukee), Samuel Adams, Ethiopia, and 
Roma. Of her other works some are portraits, some ideal 
subjects. Miss Ney was born in Westphalia and was for 
some years a popular sculptress at Munich. She left Ger- 
many for political reasons and settled in Texas soon after 
the Civil War. She has modelled a number of statues and 
many portrait busts. Her work is always thoughtful and 
sincere, but her isolation has probably prevented her progress 
in technique. 

Augustus St. Gavdens, — Augustus St. Gaudens (1848- 
1907) was born in Ireland (his father was French), but came 
to America as an infant. He was trained in Paris, but studied 
also in Rome. Even before he went to Paris he had worked 
for six years as a cameo-cutter, to which fact is probably due 
in part his subsequent mastery in the treatment of low relief. 
To him more than to anv other one man is due the remarkable 



396 A HISTORY OF SCULPTURE 

New York was a revelation to American sculptors and the 
American public. It was followed by the Deacon Chapin in 
Springfield and the Lincoln in Chicago (Fig. 190). In all of 
these his power to feel and express character is exemplified. 
In the equestrian Sherman in New York the same quality is 
seen, and the symbolic figure of Victory adds a poetic charm 
which lifts the monument out of the realm of portraiture into 
that of ideal composition. In the magnificent Shaw Me- 
morial in Boston a similar figure fioats above the mounted 
officer and his marching colored troops. This memorial — a 
bronze relief so high as to be partly modelled in the round — 
combines realism with poetry, historical fact with patriotic 
and martial inspiration. In the relief portraits of President 
McCosh, at Princeton, and of Dr. Bellows, in New York, 
grace and power are present in the proportion befitting the 
characters of the two men. The caryatides for the house of 
Cornelius Vanderbilt and the angels for the tomb of Gov- 
ernor Morgan (unfortunately the models wered^troyed) have 
all the grace of the angel figures of the Early Renaissance. 
In the mysterious bronze figure of the Adams Memorial in 
Rock Creek Cemetery, Washington (called "The Peace of 
God" or "Grief" or "Death"), there is a compelling power 
seldom seen in any work of art. St. Gaudens was deservedly 
regarded during his life as the chief of American sculptors. 

French, — Daniel Chester French (b. 1850) had enjoyed vir- 
tually no training beyond a month in the studio of J. Q. A. Ward 
and some slight study of anatomy when he produced, in 1875, 
the statue of the Minute Man, at Concord, Massachusetts. 
A cast of the Apollo of the Belvedere was his only model, but 
his dependence upon this classic original is not merely con- 
cealed, it is overcome by the earnest feeling and the serious 
purpose of the young sculptor. For a year he lived in 
Florence in the house of Preston Powers and worked in the 
studio of Thomas Ball, since which time his training has been 
gained merely in the practice of his art. He has produced 
figures and pedimental groups for the Custom House in St. 
Louis, the Court House in Philadelphia, and the Post Office 
in Boston, a considerable number of public monuments and 
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portraits, the remarkable relief of Death and the Sculptor 
in memory of Martin Milmore, and many other works. 
Among them the group of Gallaudet teaching a deaf mute, 
the monument to John Boyle O'Reilly, the memorial relief 
to Mrs. Alice Freeman Palmer, and the Melvin Memorial 
at Concord, Massachusetts (1908), may be singled out for 
especial commendation (Fig. 191). He is a sculptor of 
power and refinement. His work shows self-restraint, 
appreciation of beauty of form, and breadth of treat- 
ment. 

MacMonnies. Barnard. Bartlett. — Frederick William 
MacMonnies (b. 1863) was a pupil of St. Gaudens, of Fal- 
guiere (Ecole des Beaux- Arts), and Merci6. Among his 
works are Nathan Hale, in New York, bronze angels in St. 
Paul's Church, New York, James S. T. Stranahan, in Brook- 
lyn, Sir Harry Vane, in the Boston Public Library, groups 
for the Soldiers' and Sailors' Monument at Indianapolis, the 
figure of Victory on the Battle Monument, West Point, the 
"Bacchante" in the Luxembourg and the Metropolitan 
Museum. His style is more thoroughly French than that 
of St. Gaudens and exhibits less restraint than that of Daniel 
C. French. Sometimes his work lacks simplicity, but it is 
always well executed and possesses the charm of individuality. 
George Grey Barnard (b. 1863) studied in the Chicago Art 
Institute and the Ecole des Beaux-Arts. His works include 
"Boy," "The Two Natures," "Brotherly Love," "The God 
Pan," "The Hewer," and various portrait busts. He is an 
artist of marked originality and power, but may perhaps be 
accused of lack of restraint and, if his sinceritv were not un- 
questioned, of striving for effect. Paul Wayland Bartlett 
(b. 1865) received his artistic education entirely in Paris. 
His skill as a sculptor of animals is seen in his "Bohemian 
Bear Tamer," and his remarkable dexterity in modelling and 
his knowledge of the hiunan body in his "Ghost Dancer." 
He is the author of several equestrian monuments and of the 
admirable Columbus and Michael Angelo in the Congres- 
sional Library' at Washington, besides a considerable number 
of other statues. Among his recent works are six excellent 



SCULPTURE IN THE UNITED STATES 399 

symbolic figures for the fa9ade of the Public Library in 
New York. 

Adams. Niehaus. Boyle. — Herbert Adams (b. 1858), 
a pupil of Merci6, is especially noted for his charming busts 
of women, among which a bust of Miss Pond, one of his 
earliest works, may be singled out for peculiar praise on 
account of the delicacy of workmanship and of sentiment 
which it discloses. Among his other works are statues of 
Richard Smith (Philadelphia), William Ellery Channing 
(Boston), and Joseph Henry (Washington), the bronze doors 
representing "Writing," in the Library of Congress, tlie 
bronze doors of the Vanderbilt Memorial, in St. Bartholo- 
mew's Church, New York, and a number of bronze memorial 
tablets. In all his works delicacy and charm, rather than 
power, are the prevailing qualities. Charles H. Niehaus 
(b. 1855 at Cincinnati) received his education as a sculptor 
in Munich. His statue of Garfield, in Cincinnati, is his 
first important work, and one of his best. After making this 
statue he went to Rome, where he made several nude figures 
of classic subjects in realistic manner. Of these " The Greek 
Athlete using a Strigil'' is the most widely known. Most of 
his works are monumental statues, among them Hahnemann, 
Garfield, Gibbon, Moses (all in Washington), Hooker and 
Davenport (Hartford), Lincoln, Farragut, and McKinley 
(Muskegon, Michigan), and the equestrian General Forrest 
(Memphis, Tennessee). He is also the author of a number 
of excellent reliefs. His work is always dignified and well 
modelled. John J. Boyle (b. 1851) was educated in Phila- 
delphia and at the Ecole des Beaux-Arts. His work is 
powerful and original. His favorite field is the representa- 
tion of the American Indian. "The Stone Age*' (1888), in 
Fairmount Park, Philadelphia, a group of an Indian woman 
and her two children, is vigorous and impressive, as is also 
his group, "The Alarm," in Chicago. The same qualities 
were seen in the two groups "The Savage Age,'' exhibited 
at the Pan-American Exposition at Buffalo. He is also the 
author of the Bacon in the Library- of Congress, a Franklin 
in Philadelphia, and a number of other works. 
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Conper, ElweU, Rtu;kstuhl. Partridge. — William Cou- 
per (b. 1853), son-in-law of Thomas Ball, lived for a long 
time in Italy and acquired the modem Italian style, with its 
inclination toward delicate workmanship and fine detail. In 
Italy he made several ideal figures and a number of portraits. 
Since his return to America, in 1897, he has made niunerous 
portrait busts and statues, several charming reliefs, and a 
number of angel figures, in which he excels. Frank Edwin 
ElweU (b. 1858) studied in Boston and Paris. He is a thought- 
ful and imaginative sculptor, who has produced many im- 
pressive and interesting ideal figures, portrait statues (among 
them the fine equestrian statue of General Hancock, at 
Gettysburg), and lesser works. Frederick Wellington Ruck- 
stuhl (b. 1853) studied in Paris. He has produced many 
ideal figures, among which the "Evening" in the Metro- 
politan Museum is perhaps still the best. In this his treat- 
ment is less realistic than that which is seen in most nude 
figiu^s of the French school. In his other w^orks also he 
shows himself to be an artist of poetic temperament and 
marked individuality. William Ordway Partridge (b. 1861) 
has written and lectured on art, in addition to his work as 
a productive sculptor. His portrait busts and statues are 
sympathetic, and show the broad culture and imagination of 
the artist. 

KontL Bitter. Martiny. Rhind. — Isidore Konti (b. 
1862), an Austrian by birth, is an excellent sculptor whose 
special field is decorative work, though his public monuments 
and ideal figures are neither few nor lacking in merit. Karl 
Bitter (1867-1915), another Austrian, distinguished himself 
by brilliant decorative sculpture and also by excellent work 
of other kinds. His influence was strong and growing when 
death put an end to his career. Philip Martiny (b. 1858) 
has been more decidedly a creator of decorative sculpture 
than either Konti or Bitter, though his monumental work is 
also extensive. J. Massey Rhind (b. 1858) has found the 
chief field of his activity in architectural sculpture, and has 
exerted a very important influence upon the development of 
architectural decoration. He has also produced several por^ 



SCULPTURE IN THE UNITED STATtfii 401 

trait statues for public monuments. Martin^', Ithim), Kiwti. 
and Bitter, all of foreign birth, have given a niiii:^ iw«^t<hl 
impulse to decorative sculpture in the I'nitwl Static. 

Sculptors of New York. — New York has hem fvt scNYfwl 
decades the chief centre of art in this country, am) txnutv' 
all the sculptors of the present time whose namrs hax-*^ thtts 
far been mentioned are settled in tlwt city, t^hrr New 
York sculptors are: Charles Ciilverlcx' (b. lS;i;ii. k»HW« 
chiefly by his medallions and busts, WilliMn It. (>')>tMHtv«)i 
(b. 1844), a maker 
of portraits and re- 
liefs, John Donoghue 
(1853-1903), Louis 
St. Gaudens (b. 
1854), a talente<l 
sculptor, brother of 
Augustus St. Gaud- 
ens, James E. Kelly 
(b. 1855), whose 
works are chiefly 
portrait monuments, 
Frederick Moynihan, 
Alexander Doyle (b. 
1858), known chiefly 
by his portrait 
statues, Thomas 
Shields Clarke (b. 
1860), who has been 
engaged in several large monumental works, (icorttc tlioinas 
Brewster (b. 1862), Frederick K. TricWl (1>. ISlWK Henry 
Linder, Rudolph Schwarz, Frederick Itolwrt KaldcnUTg (b. 
1855), Hermon Atkins MacNeil (b. 18<j(i). wlio makes rather 
a specialty of the American Indian, Kolund Ilinton IVrr>' (b. 
1870), Henry Augustus Lukeman (b. 1870). F:dwanl Bergc, 
Adolph Alexander Weinman {b. 1870), Andrew O'Cornior 
(now living in Paris), and many more.' 

■ A complete liit of American sculptors of the preseiil ility cmuiut be 
attempted here. Some further uamei may, however, lie giveii; Charir* A. 
2a 
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Sculptors of Animals, — Several sculptors have made a 
specialty of animals. The chief of these men are Edward 
Kemeys (b. 1843), who has represented wild beasts ; Edward 
C. Potter, who has devoted himself to horses (on several 
occasions for riders by Daniel C. French) ; Henry Kirke 
Bush-Browne (b. 1857), who has also produced good public 
monuments and other human figures ; Eli Harvey (b. I860), 
who prefers animals of the cat family; Phimister Proctor 
(b. 1862), a sculptor of animals in combination with human 
figures ; Solon H. Borglum (b. 1868) ; Henry M. Shrady 
(b. 1871), whose work is by no means confined to animals, 
though he has distinguished himself as an animal sculptor; 
and Frederick G. Roth (b. 1872), who has also done good 
work in other fields. 

Boston. S, Kitson. 11. H. Kiison. Pratt. DaUin. Brooks. 
Bachmann. — In Boston two Englishmen, Samuel Kitson 
(b. 1848) and Henry Hudson Kitson (b. 1865), have 
done good work as sculptors and teachers; the elder is 
especially productive in architectural decoration. Bela L. 
Pratt (b. 1867), who studied his art at Yale University, New 
York, and Paris, is a sculptor of rare ability and versatility. 
His works include busts, medals, ideal figures, and reliefs, 
in all of which he reveals delicate imagination and exquisite 
modelling. Cyrus E. Dallin (b. 1861) has produced numer- 
ous good portraits and other works, but his reputation rests 
largely upon his equestrian statues of Indians, the "Signal 
of Peace*' in Chicago, the "Medicine Man" in Philadelphia, 
the "Protest" which was exhibited at the St. Louis exposi- 
tion, and the "Appeal to the Great Spirit" in Boston (Fig, 
193). All of these are powerful, dignified works, testifying 
to profound study and high imaginative power. Richard 
E. Brooks (b. 1865) and Max Bachmann, an architectural 
sculptor, are also to be mentioned. 

Lopez (b. 1H69), Jerome Conner. John H. Roudebush, John Flanagan (b. 
1865), Victor D. Brenner (b. 1871). Amory C. Simmons (b. 1869). Louis 
Potter, Carl E. TefTt, James E. Eraser (whose "End of the Trail,*' at the 
Panama Exposition, is a work of dramatic realism ; Fig. 192), Gustave 
Gerlach, Antonin Skodik, ivll of New York, and these are by no means all 
the sculptors of that city who deserve mention. 
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Phiiadelpkia. Early SculpioTS. Grafiy. Colder. Mvrray. 
Cox. — In Philadelphia Joseph A. Bailly (h. 1825), a French- 
man, was occupied with portraits and commercial art, and 
did much to make sculpture popular. Albert E. Haniisch, 
Henry J. Haseltlne, Henr\- Jackson Ellicott, and Alexander 
Milne Calder were productive about the middle of the nine- 
teenth century and for some time after. Charles Grafly 
(b, 1862) has been an active teacher and has produced 
much sculpture, chiefly small 
groups in bronze, also busts, 
and some fine large figures. 
His "Fountain of Man" at 
the Pan-American Exposi- 
tion and "Truth," which 
decorates the Art Building 
at St. Louis, are full of grace 
and power. Alexander Stir- 
ling Calder (b. 1870) is also 
a teacher, and much of his 
work has been industrial, 
but as Acting Chief of 
Sculpture at the Panama 
Exposition he has shown 
great originality and power. 
Samuel Murray and Charles 
Brinton Cox are also Phila- 
delphians. ,.. ,„., . ,..,,., 

V aUnttne. Keyset, oam- Ki>irit. by Unilin. UohIoh. 

horn. Frankenstein. Hebisso. 

— Edward V. Valentine {b. 1838), of Richmond, Virginia, 
studied at Paris, in Italy, and under Kiss in Berlin. He has 
produced numerous portraits and monuments, among them 
the Lee Memorial at Washington and Lee I'niverslty, and 
a few interesting genre figures of negroes. His ideal group 
of Andromache and Astyanax is a curious mixture of senti- 
ment and archaeologj-. Ephraim Keyser (b, 1852), of Bal- 
timore, studied at Munich and Rome. His most widely 
known work is the very impressive monument to Chester A. 
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Arthur in the cemetery at Albany, New York. The Stem 
Memorial, in the Jewish cemetery at Baltimore, a work in 
relief, is even more admirable. At Cincinnati Clement J. 
Barnhorn (b. 1857) has produced many portraits and public 
monuments. His nude "Magdalen" is finely modell^ and 
shows originality and imagination. Earlier sculptors at 
Cincinnati are John Frankenstein and Louis T. Rebisso. 
The latter has long been a successful teacher of his art. He 
has produced many equestrian statues, which are satisfactory, 
though not great. 

Chicago. Taft and his School. Bock. CruneUe. MuUi- 
gan. Hibbard. — In Chicago the chief sculptor is Lorado 
Taft (b. 1860), a pupil of the Ecole des Beaux-Arts. He is 
an active teacher at the Art Institute, a writer, and lecturer.^ 
His works of sculpture are in great part portraits and mili- 
tary monuments. One of the latest is the Columbus Me- 
morial in Washington. He is a serious and conscientious 
sculptor and a master of technical processes. Other sculp- 
tors at Chicago are Richard Bock, Leonard CruneUe (b. 
1872), a sculptor of marked originality and talent, who makes 
a specialtv of children, Charles J. Mulligan, and Frederick 
C. Hibbard. 

St. Lo^iis. . Cleveland. The Pacific Coast. — In St. Louis 
Robert P. Bringhurst (b. 1855) *has produced many decora- 
tive works, some of which were seen at the expositions at 
Omaha and St. Louis; others adorn the chief buildings of 
St. Louis. His ideal works, a Faun, the "Awakening of 
Spring," and the "Kiss of Eternity,'* show that his ability is 
not limited to the production of fine decorative sculpture. 
In Cleveland Herman N. Matzen, though much occupied as 
professor in the Cleveland School of Art, has produced a 
considerable number of busts, portrait reliefs, and public 
monuments. His work is thoughtful, sympathetic, and well 
modelled. In California Douglas Tilden (b. 1860) is a very 
skilful sculptor who seems to prefer modern subjects. 
Among his works are "The Tired Walker," the "Base Ball 

* Most of the information about American sculptors contained in this book 
is derived from his American Sculpture (1903 ; second edition, 1910). 
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Player," "The Tired Boxer," the "Young Acrobat." the 
"Football Players," a large and extremely animated group 
called "The Bear Hunt," the "Native Sons' Fountain," and 
the "Mechanics* Fountain." His work shows great tech- 
nical ability and vivid imagination, not always controlled by 
perfect taste. Robert IngersoU Aitken (b. 1878), a pupil of 
Tilden, is an able sculptor now resident in New York. He 
has produced several large monuments, numerous busts, and 
a fine relief, "The Gates of Silence," besides other works. 
Haig Patigian (b. 1876 in America), Mclvin Karl (^mimings 
(b. 1876), Edgar Walter (b. 1877). Ualph W. Starkpolo (b. 
1885), and Marion F. Wells (d. IIKK^) arc other sculptors of 
the Pacific Coast. 

Nearly all American sculptors of note arc iictivc as teachers, 
and many of them, especially in the parts of th<^ (n>\n^try 
where sculptors are few, find their time (xrupifMl in gn^at 
part by their duties as instructors in the Unnxl s^^hools of art. 
That their works are nevertheless so many anti so go!>tl, 
testifies to their energy and al)ility. 

Women Sculptors. — Among the wonuMi who have matle 
sculpture their profession, the most important ar<^ |MThapH 
Mrs. Bessie Potter Vonnoh (b. 1S72) of New ^^>rk, wluvse 
small groups of women and children an^ dc^Ughtful : Miss 
Anna Vaughn Hyatt (b. 1876) of Cambridgt\ ^lassachus^lts, 
a most admirable sculptor of animals; Miss Julia Hracken 
(b. 1871) of Chicago; Mrs. Edith W(HKlman Hurn>ughs (b. 
1871), Mrs. Hermon A. MacXeil, Miss Carol Bn>oks (b. 
1871), Miss Helen Mears (b. 187r)), Miss Janet Scudder, 
Miss Evelyn B. Longman (b. 1S74). Miss Elsie Wanl, Mrs. 
Harry Payne Whitney, Miss Enid Yandell. Mrs. Clio 
Bracken, Mrs. Anna Coleman I/add, all of New York; Miss 
Katherine Cohen of Philadelphia; Mrs. H. H. Kitson (Miss 
Theo Ruggles) of Boston. 

Ymmg Sculptors, — There are also many promising young 
sculptors, some of whom have already attracted no little 
attention. Only a few can be mentioned here. Paul Man- 
ship, Albin Polasek, Harry D. Thrasher, Abastenia St. Leger 
Eberle, Albert Laessle, Fred Torrey, Miss Nellie Walker, 
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Miss Clyde Giltner Chandler, will be enough to indicate that 
the younger sculptors promise to continue the activity of their 
elders. 

American Sculpture, — It is true that no American sculp- 
tor has yet arisen who can claim to be the equal of the greatest 
masters of all time, but many sculptors in the United States 
to-day are working earnestly, seriously, and conscientiously ; 
they possess complete command of technique; they have 
imagination, ability, and increasing opportunity. Sculpture 
is becoming a national art and an art which Americans can 
regard with satisfaction and pride. At the Panama Exposi- 
tion, in 1916, the decorative and architectural sculpture, 
created by many artists under the general direction of the 
Acting Chief of Sculpture, A. Stirling Calder, was of remark- 
able excellence, and in the United States section of the 
Department of Fine Arts nearly six hundred works were 
brought together. These exhibit the art of one hundred 
and thirty-six sculptors, nearly all of whom are living and 
most of whom are still in the prime of life or younger. The 
variety, as well as the excellence, of their works shows the 
vigor and promise of American sculpture. 



CHAPTEn XXVII 

SCULPTUSB IN THE FAR EAST - INDIA. CHINA. AND 

JAPAN 

Persia. — Alexander the (Jreiit exttMultMl (Jhvk oi\ il\44^i^N4\ 
over the entire PerHian empire and into Indiu. IVinU w^^ 
subsequently ruled for nearly a crntury l\\ the lir^vK S*^ 
leueidae, who were followcnl hy the Parthian ArsacuUc- lu 
226 A.D. the PerHiariM uialer Anhssehir (Arta\erM\N^ I ix^ 
volted, and the new Persian (SassanidtO en^^^^ lastwl uulU 
the conquest by the MohanuntMJan Arabs in U^U. lu ^U 
this time the sculpture of Persia, whieli is not vt^v |xk'utUuL 
is clearly an offsh(K)t of Ilellenistir art. The uuuvumems 
are for the most part larjfe n»liefs v\\\ in the livii^ iXK'k kkt 
small reliefs of metal. In both riasses of \v\a^k t)u^r^^ is ^ 
good deal of liveliness, but n(»t nineh deliiaev, either iu 
design or in execution. 

Indian Sculpture — ///r /VnW»v. 'I'he M*nlptim^ \J ludU 
is also in great measure desivndtHl frtun llelleuisUv* ^rl, 
though religion, Indian taste and intnies of thm^hl. hik) 
presumably an earlier senlpturt* in iHTishable uu^terinK 
which has entirely disap|H»artMl, ehangtHl it m» mueh as to 
make it almost entirely orienUd, AUmt w^'Ui w.i\ Kii^ 
Asoka, of Magadha, made Buddhism his state reli^iiux in lieu 
of the old Brahmanism. Buddhism spn^ad ra)viill>' auil evstab- 
lished itself firmly in Ceylon. Fartlier India, Thibet, Thiiui, 
and Japan ; but in India proptT it was largely reaKsii^rbei) in 
the seventh century by polytheistic Bndunanisin. So in liuiia 
Buddhist art extends approximately from 250 H.i\ to 7(X> A.l>. 
with occasional later manifestations as late as the eleventh 
century. The new Brahmanism was at its height when the 
Mohammedans entered India in the eleventh wntury, sinir 

407 
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which time there has been little real development of sculfH 
ture. The periods into which the history of Indian art 
may be divided are : (1) the early period, about 250 B.C. to 
350 A.D. ; (2) the Gupta period, about 350 to 650 a.d. ; (3) 
the Mediaeval period, about 650 a.d. to the beginning of 
(4) the Modern period, which may be said to begin about the 
sixteenth century, though there is no clear division between 
it and its predecessor. 

Early Bvddhist Art, Bar hid. BuddhorGaya, — The ear- 
liest Buddhist sculpture is not primitive. Its technique is 
admirable from the beginning. Although the art is cleariy 
derived from the Hellenistic art of western Asia, the native 
Indian rotundity of form and suppleness of limb are evident 
at the outset. These qualities are not expressed through 
careful study of anatomy, but are superficial and often ex- 
aggerated. There is great liking for rich personal adorn- 
ment, and reliefs are often overcrowded at all periods. 
Strictly Indian motifs^ especially the elephant, are common 
at a very early date. At Barhut (about 200 B.C.) the exten- 
sive and brilliantly executed reliefs represent legends of 
Buddha and processions of elephants and lions ; at Buddha- 
Gaya (perhaps a little later) domestic scenes, plant orna- 
ments, and the adoration of trees and Buddhistic symbols 
form the varied content of the reliefs. In both places the 
work is decidedly Indian in spirit, even though centaurs 
and some purely ornamental vwtifs of western origin occur. 

Sdnchi. Udayagiri. Bedsa. — The reliefs from the tope 
(stupa) of Sanchi, which belong to the second century B.C., 
are admirable in technique. Much of the plant ornament 
is of western origin, but more is purely Indian. The ele- 
phants and other beasts are very true to life. The nar- 
rative reliefs represent legends of Buddha, but here, as in 
the reliefs of Barhut and Buddha-Gaya, the figure of Buddha 
himself does not occur. Indra and other Indian divinities, 
spirits, and hybrid creatures are frequent. Some of these 
last are of western origin, but all the human forms have the 
soft, rounded, supple appearance characteristic of Indian 
art. The reliefs in one of the caves at Udayagiri (about 
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150 B.C.) are of purely national style. The subjects are 
obscure myths. The observation of natural forms exhibited 
is superficial, but the narrative style of the reliefs is lively 
and attractive. The groups of beasts on the columns at 
Bedsa, admirably true to nature, and the earliest sculptures 
of the cave-temple at Karii date from the first century B.C. 
The latter represent human figures and elephants. They 
are purely Indian in their round, soft forms, which are com- 
bined to form an admirable decoration. 

Gandhdra. HelleniMw Styles, — On the northwestern fron- 
tier of India, in the province of Gandhara, a school of sculp- 
ture arose which culminated between 50 and 200 a.d. The 
stvle seen here is evidentlv derived from late Hellenistic 
(Graeco-Roman) art. This is perhaps most plainly seen in 
the standing type of Buddha, a modification of the Graeco- 
Roman Apollo. The seated tj'pe of Buddha probably ex- 
isted elsewhere at an earlier date, but this type also was 
developed and modified by the Gandhara school. The 
sculptures of Mathura and Samath are decidedly Hellenistic 
in character, though not identical in style with the Gand- 
hara works. Probablv the western influence came by dif- 
ferent routes. The reliefs from Amaravati (about 2(X) a.d.) 
are a development of the style of Barhut and Sanchi, with 
Hellenistic traits. Their subjects are legends and decorative 
repetitions of the forms of beasts and boys. Buddha him- 
self appears here, with the nimbus, but standing among his 
disciples, not, as in later art, seated with his feet drawn under 
him. Probably the artists of these reliefs were more or less 
under the influence of the school of Gandhara. It was 
through the Hellenistic-Indian art of northern India during 
the Kushan period (ra. 1-3(X) a.d.) that the type of Buddha 
was spread far and wide in India, Thibet, China, Korea, 
and Japan. 

The Gupta Period. — During the Gupta period there are 
still traces of Hellenistic influence, but forms and postures 
are Indian. The subjects are chiefly Brahmanic. As a 
rule the technique is excellent, and the attitudes are natural, 
except that they are often exaggerated. Statues of Buddha 
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are common in all parts of India after the fourth century, 
always in "frontal" posture, whether seated or standing. 
The colossal Buddhas in the vestibule of the cave-temple of 
Kenheri and the interesting reliefs of the twenty-sixth 
grotto at Ajanta belong, apparently, to the fifth century. 
The sculptures of the temple at Deogarh are a little later. 

Mediaeval and Modem Indian Sculpture. — Mediaeval and 
modern art is Brahmanic, rather than Buddhistic, though 
directly descended from Buddhistic art. Sculpture is em- 
ployed chiefly in the decoration of temples and pagodas. 
The monolithic temples of Mahavellipur and Ellora are cut 
entirely from the living rock and adorned with sculpture 
within and without. In Indian temples the surfaces are 
much broken by pilasters, niches, and the like, and are 
covered with reliefs of deities, demons, elephants and other 
animals, and luxuriant plant ornament, often of great beauty. 
The rotundity and boneless suppleness of form which char- 
acterize Indian art from the beginning are even more marked 
in mediaeval and modem times, and the inorganic, fantastic 
forms of some of the divinities add to the general effect of 
unreality. The human spirit and the naturalistic treatment 
seen in the earlier art are now wanting. Buddha is no longer 
the sympathetic human teacher, but has become a passion- 
less ascetic. In general, the subjects of sculptiu^ are as- 
ceticism and Hindu mythology. The sculptors attempt to 
"reproduce literally in stone or bronze the descriptions of 
the deities as given in the books, with little regard to aesthetic 
considerations, and no form is too monstrous for plastic 
representation." ^ The Hindu devotee may find in such 
representations religious aid and comfort, but to others they 
can be only repulsive or, at best, objects of curiosity. In- 
deed, beauty is not attempted in these forms. But the 
technique of mediaeval Indian sculpture is often wonderfully 
fine, the knowledge of composition and of the effect of light 
and shade exhibited is sometimes surprising, and the purely 
ornamental designs are hardly to be surpassed. Sometimes 
passion is most admirably expressed by attitudes and 

* V. A. Smith, History of Fine Art in India and Ceylon, p. 182. 
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gestures, occasionally even by facial expression. The nu^ 
elling of hands and other details is frequently exquisite* 

The great number of mediaeval works of Indian sculpture 
makes it impossible to mention even any ct>nsiderable jvart 
of them. On the whole, their qualities, though by no nutans 
identical at different times and placets, are so similar that a 
more detailed discussion of individual monuments cannot 
be undertaken here. In nKxlern times, Indian sculpturt* 
has continued, as in the Middle Agt^s. with no tvh\ develojw 
ment, but, on the whole, with deterioration of tei*hnit*al 
qualities. The purely ornamental carvings of MolmnuntHlan 
art in India lie outside the s(^)pe of this b(H)k. 

Ceylon, — In Ceylon then> w«s no rt^lapsc into Hrahnuuw 
ism and no Moslem conquest. Buddhist art thert^fon* n^n- 
tinned undisturbed. Standing and scattnl Hutidhas art* 
numerous, and decH>rative sculpture of animals and plants 
is found in temples, but there is little or no narrative rt lief. 
The chief remains of sculpture in ( Vyion art* at Anaradhapura, 
the early capital, where the monuments date from the tirst 
centuries of the Christian era, and at Pollanarua. whii»h was 
most powerful about IKK) a.d. The grt»at rock-(»ut rt^lief 
of the sage Kapila, at Anaradhapura is one of the most 
impressive works of scidpture in the Orient. Its date is 
apparently between 4(X) and 7(K) a.d. 

Java, Farther India, — At Boro-Budur, in Java, is a grt^at 
tope (stupa) of uncertain date adorned with narrative rt^ 
liefs which, both in execution and in design, rank anu>ng the 
finest works of Indian sculpture. Their subjects are purt^ly 
Buddhistic and their technique purely Indian. Stiitues of 
Buddha, in which little or no Gandhara influenct> is st^n, 
are found in Java, and these are among the finest statues of 
Buddha in existence. Brahmanic sculpture is also found in 
Java, but Indian art disappeared in the fourteenth century, 
when the island became again completely Javanese. Indian 
art extended also to Burma, Siam, and Cambodia, where it 
has flourished with local variations. It is likely that the art 
of southern China receiv^ed its impulse, in some measure, by 
way of Farther India, even though Chinese art in general 
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was inspired by Indian art that travelled through Thibet 
from Gandhara. ^ 

Chinese Sculpture. — There is in China little stone sculp- 
ture of large size, and even that is, for the most part, of in- 
ferior quality. There are some reliefs of the Han dynasty 
(206 B.C.-221 A.D.), some rock-cut reliefs of later-date, a few 
colossal figures of men and of animals set up along roads, 
but in general Chinese sculpture is an art of small dimen- 
sions. It employs, however, many materials — bronze, 
stone, especially jade, wood, lacker, ivory, and porcelain — 
both for work in the round and for reliefs. 

Early Chinese Art. — Sculpture of the Shang dynasty 
(1766 ?-l 122 B.C.) and the Chu dynasty (1122-255 B.C.) is 
known to us only by bronze vessels, sometimes in the shape 
of animals, sometimes adorned with human or animal forms 
(often symbolic or fantastic) and geometrical decoration. 
Possibly some jades may belong to these early times, but as 
yet there is no certainty on this point. Hellenistic influence 
appears in decoration under the Han dynasty (206 b.c- 
221 A.D.). Buddhism was introduced in 67 a.d. and Bud- 
dhist art came in its train, though at first only in the form of 
imported objects. In grave-chambers chiefly in the province 
of Shantung are reliefs which belong apparently to the second 
century a.d. They are lightly carved or engraved in very 
flat relief. The subjects are taken from Chinese history 
and legend, and no foreign influence is discernible. The 
design is clear, orderly, and natural, and the work shows a 
sureness of method by no means primitive, though there 
are many faults in drawing. These may, perhaps, be the 
results of decadence, and at any rate these carvings are 
probably the work of mere artisans. They may represent 
an early art, the other monuments of which have been lost. 

Buddhist Art. — Chinese art from the end of the Han 
dynasty (221 a.d.) to the end of the Yuan dynasty (1368 
A.D.) was purely Buddhistic, though Buddhism was pro- 
scribed about the middle of the ninth century and about 
45,000 Buddhist temples and monasteries are said to have 
been destroyed. Four centuries later Buddhism was, how- 
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ever, again the ruling religion. With Buddhism there came 
into Chinese art a great variety of ornamental rnotifs and of 
subjects, most important of which was the human form as 
seen in figures of Buddha and various divinities. The 
Buddhism of China is the northern type, and Chinese sculp- 
ture is derived from the Gandhara. It is therefore Hel- 
lenistic, as is seen in the flow of draperies, the treatment of 
hair, greater definiteness in human forms, and clearer con- 
nection of actions, as compared with Indian sculpture in gen- 
eral. In northern China the human figure is elongated be- 
yond nature ; in southern China it is short and broad. The 
northern type is seen also in works from Afghanistan, Bactria, 
and other regions of central Asia, and in those from Korea. 
The chief figures of Chinese sculpture in the round are the 
seated Buddha and the seated Kuan Yin, the deity of ami- 
passion, who was originally male in India, but is often female 
in China and regularly so, under the name of Kwannon, in 
Japan. Standing figures of Buddha and Kuan Yin are also 
numerous. There is much relief work, the subjects of which 
are chiefly legends of the Buddha, in addition to lions, 
elephants, and fabulous l>easts. In the lions, dragons, 
unicorns, and the like there is much fantastic exaggeration. 
The Tang and Sung Dynwftteft, — Buddhist art was gener- 
ally prevalent in China by the fourth century a.d. In the 
fifth century it was still a little archaic, but in the sixth cen- 
tury it attained great excellence of technique and freedom 
in posture and motion (Fig. 194). It reached its greatest 
height under the Tang dynasty (618-907 a.d.). The strik- 
ing, animated, and powerful figures in the reliefs of the Lung- 
men caves of Honen date from the seventh century. The 
reaction against Buddhism and the reversion to the religion 
of Lao-tse, or Confucianism, in the ninth century led to the 
rejection of some elements of Buddhist art and the de- 
velopment of an art that was more national and more real- 
istic. Lao-tse was the chief saint. He is represented as a 
bald-headed, bearded old man, riding on a bull or a stag, 
doubtless in conscious opposition to the youthful figures of 
Buddha. Often Lao-tse is regarded as the god of longevity. 
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At this time historical personages were deified, and they as 

well as Lao-tse were represented with the greatest naturalism. 

This kind of sculpture continued through the Sung dynasty 

(960-1278 A.D.). though 

Buddhist sculpture also 

continued to exist. 

The Yuan, Ming, and 
Tksing Dynasties. — Un- 
der the Slongol Tartar 
Yuan dynasty (1260- 
1308 A.D.) the Thihetan 
form of Buddhism was . 
introduced, with its hosts 
of demons, and at the 
same time some new Ind- 
ian and Persian in- 
fluences are noticed in 
Chinese art. Under the 
Mongol Ming dvnastv 
(1368-1644 A.D.) fine, 
small sculptureof various 
materials, including por- 
celain, was produced, and 
along the road that led to 
the Ming tombs colossal 
human and animal fig- 
ures were set up. These 
aim at nobility and 
grandeur, but are jejune 
in execution. Sculpture, 

FmrRE i94.-Ku»n Yin. Chinese; especially in WOrks of 
Late Siith or Early .Seventh Century: small dimensions, of 
iXio.'K" "•"""" ""■•""' °"™ bronw. ivory, wood, and 
porcelain, continued to 
flourish unfler the Manchu Thsing dynasty {1644-1912 
A.D.). The execution is often exquisite in detail, but 
there is little originality or real progress, and in the latter 
part of the time deterioration is noticeable. The best 
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sculpture of this long period was under Khang-Hi (1662- 
1723 A.D.), Yung-Ching (1723-1786 a.d.), and Kin Long 
(1736-1796 A.D.). 

Thibet and Korea. — In Thibet sculpture is derived al- 
most entirely from Gandhara art, except that real naturalism 
appears in the portraits of the Grand Lama. The sculpture 
of Korea is perhaps best studied in Japan. It was derived 
from China, though some influence was exerted from Thibet. 
The elongated human figure of northern Chinese art pre- 
dominates, but the broad figure of southern China was also 
known, and before the sixth century a.d. the two were com- 
bined, and Korean sculpture appears as a national art. 

Japanese Scnlpture. — Japanese sculpture is derived en- 
tirely from China, at first through Korea. The large works 
are chiefly figures of Buddha and Kwannon (the Chinese 
Kuan Yin), all of which are strictly "frontal'' in attitude, 
though other sculptures exhibit great life and freedom in 
pose and gesture. The Buddha figures, some of which are 
of colossal size, show clearly their connection, through the 
Buddhist art of China and India, with Hellenistic sculpture. 
The small works of Japanese sculpture exhibit immense 
diligence in the execution of details, wonderful naturalism, 
and surpassing sense of decorative values. 

Early Sculpture Korean. Japanese Ilisfory. - In the 
early religion of Japan there was no place for images, and 
nothing is know n of Japanese sculpture before the introduc- 
tion of Buddhism from Korea, in 552 a.d. By 593 a.d. the 
new religion was definitively triumphant. With Buddhism 
the perfected Korean sculpture was introduced, and the 
works of sculpture created under the emperor (Mikado) 
Suiko (593-628 a.d.), some of which are remarkably vig- 
orous, animated, and expressive, are probably for the most 
part, at least, the works of Korean sculptors. At this time, 
and for a considerable period, the province of Yamato was 
the centre of political, intellectual, and artistic development 
in Japan. The capital was at Nfirfi until it was moved to 
Kyoto by the emperor Kuammu (782-8(X) a.d.). In the 
ninth century Xfirfi and Kyoto flourished side by side. At 
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this time and for several centuries thereafter the great 
families were struggling with each other and with the Mikado 
for the supreme power. The Minamoto were opposed first 
by the Taira and then by the Fiijiwiira. Finally Yoritomo, 
of the Minamoto family, was recognized by the Mikado as 
Shogun (Tycoon), with independent temporal power, and 
established his capital in 1184 a.d. at Kamakilra. The 
Mikado, now merely a nominal sovereign, had his court 
at Kyoto. In 1334 the family of the Ashikaga obtained the 
chief power, and from 1603 to 1867 the Shoguns were of the 
Tokagfiwa family. 

N&ra Epoch. Ninth Century, — Sculpture in the seventh 
century was^ essentially Korean, though even at that early 
date some Indian influence appears and the qualities of the 
national Japanese art — anatomical study, liveliness of 
pose, and correctness of form — begin to make themselves 
evident. The first Nfirfi epoch (708-749) was a brilliant 
period. Statues of Buddha and Kwannon were dignified 
and serious, figures of guardian deities were energetic and 
frightful, small clay statuettes realistic and amusing. The 
colossal seated bronze statue of Buddha at Nfirfi, which 
would, if standing, be nearly 140 feet in height, is a remark- 
ably fine and dignified figure. It was cast in 739, but the 
head was restored about a thousand years later. There is 
little or nothing in the style of this colossus which is native 
Japanese. Evidently the foreign influence was still dom- 
inant. One of the most noted sculptors of this time was 
the Korean priest Gyoji Bosatsu (d. 749). The second 
Nfira epoch, from 749 until the removal of the capital to 
Kyoto, was a period of decadence in art, though fine technique 
is frequently seen in works of this time. In the early part 
of the ninth century renewed study of the Chinese art of the 
Tang dynasty (eighth century) led to a revival of art. The 
Japanese artists wished, apparently, to copy their Chinese 
models exactly, but were unable to restrain their own orig- 
inal ability, and produced works of very high merit. It is 
true, however, that at this time — and indeed at all times — 
painting, rather than sculpture, was the chief Japanese art. 
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FUjiwdra and KamakCira Epochs, — In tht* first F\\ji>K;kMi 
epoch (888-986) excellent work was doiUN to Ih> s\hv^ Imt ^H^ 
the whole art lost something of its viijt^r* In tlw^ minKtK' 
Ffljiwfira epoch (986-1072) the sculptor iMxd v^s UK^S^ 
tried to revive the grand art of the early NftrA tiiutNs <im) l\v 
combine it with the style of tlie Tang dynasty. Am^tWr 
sculptor of the same period was Kshin SAii\i 0^*^ UUT^x 
The style of J6ch6 was contiiuuHl during 
the late Ffljiw&ra epoch (1072-1155). In 
the Kamakflra period (118()-i:«a) tluw 
was much activity among sculptors. Thoir 
work is brilliant, lively, natural, anti ox* 
pressive (Fig. 195). The most fanunis 
sculptor of this time was CnktM (aho\u 
1180-1215), unless that title Ih» givrn to 
his son Tankei. KfilxMi, also a st>n of 
Unkei, was a noted sculptor, and otlu^rs 
of about the same time wert* .Iitsiigt»u» 
Kwakei, and Kosho. The (H)lossid soattMl 
bronze Buddha (Annda) of KanuikAra« 
once in the great temple which has dis^qw 
peared, was cast in 1252 by Ono (ion>yenm. 
It is a most impressive work, fine in ttH»h- 
nique and admirable in its cahn, i^onteu)- 
plative dignity. Much fine engravinl arnu^r 
also belongs to this time. 

Ashikaga jind Tokug&m PerUnh, The 
style of Tiikei continutnl to prt»vail 
during the Ashik&ga \WT\oi\ {\\\\\A 15(>7), 
but there is a tendency towani exct»ssive attentimi to lU^ 
tail and toward over-elaboration. In the fifttvntli ivntury 
the ''Chinese Renaissance'* t(M)k placv. This was a n^ 
vival of the study of earlier (Sung dynasty, IWW) 127S) 
Chinese painting, which had its effect also u|M>n stnilpturt\ 
The Buddhist sculpture of large size had outlivtHi its |H)wer 
in Japan and had become conventional. In |M)rtraiture 
gocnl, simple characteristic work was done by Katakin and 
other sculptors, es|)ecially in wo(kI. Naturalistic sculptur 
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of small size is also noticeable at this time. In the sixteenth 
and seventeenth centuries many memorial statues were 
erected, generally examples of idealistic portraiture, not of 
pure realism. The Tokug&ra period (1603-1867) was for 
the most part a time of general artistic activity. The temple 
erected at Nikko in memory of the Shogun Yeyes (d. 1616) 
by the architect and sculptor Zengoro is a marvel of con- 
struction in wood, adorned with reliefs of surpassing richness 
and delicacy — dragons, trees, plants, animals, and gods. 
Other remarkable work by Zengoro is to-be seen at Kyoto. 
On the exterior of the temple of Matsunomori, at Nagasaki, 
are thirty slabs of reliefs by Kiushu, scenes of Japanese 
industrial life. These, as well as Zengoro's works, are richly 
colored. In the seventeenth and eighteenth centuries 
sculpture of small dimensions became more important, along- 
side of the great decorative work in wood. Many of the 
small bronzes are marvels of delicate workmanship and truth 
to life, testifying to the careful training, unwearied industry, 
keen observation, and sympathetic imagination of their 
makers. The names of a number of artists in this kind 
of work are known, among them Kinai, of the sixteenth 
century, Tomoyoshi and Yeiyiu of the latter part of the 
seventeenth and early part of the eighteenth centuries, Miwa 
the elder, of the middle of the eighteenth century, and Tad- 
otoshi, who lived somewhat later. In the latter part of the 
nineteenth century Japanese art was greatly affected, not 
altogether to its improvement, by the art of Europe. 

Eastern and Western Art. — The influence of Greek art is 
seen in the earliest known sculptures of India, and from India 
the art of sculptiu'e spread, with Buddhism, to the other 
countries of the Far East. So sculpture even in China and 
Japan is, in a sense, the distant descendant of Greek art. 
But the spirit of the East is not the spirit of Greece, and the 
sculpture of India, China, and Japan breathes the contem- 
plative, fantastic, dreamy, and at the same time often in- 
tensely human spirit of the East, not the more scientific 
spirit which shows itself from the beginning in the art of 
Europe. 
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L. W. King, A History of Sumer and Akad, 1910. 

R. Koldewey, Da^ wieder erstehende Babylon, 1913 (trans. "The ( Ger- 
man Excavations at Babylon," 1914). 

B. Meissner, Grundziige der babylonisch-assyrischen Plastik, 1915 ("Der 
alte Orient"). 

A. Paterson, Assyrian Sculptures. The Palace of Sennacherib, 1912. 

Perrot and Chipiez, History of Art in Chaldaea and Assyria. 

Pinches, The Gates of Balawat, 1880. 
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De SarzeCi Decouvertes en ChaUUef 18S4~ (an elaborate and richly 
illustrated account of discoveries). 

Relatively early books which may still be consulted with profit are 
Botta and Flandin, Monuments de Ninive; Layard, Monuments 
of Nineveh; Loftus, Travels and Researches in Chaldaea and Susi- 
ana; Place, Ninive et VAssyrie; Rassam, Recent Discoveries of 
Ancient Babylonian Cities; George Smith, Assyrian Discoveries. 

HiTTiTE Sculpture 

J. Garstang, The Land of the Hittites, 1910. 

Humann and Puchstein, Reisen in Kleinasien und NordrSyrien, 1890. 

L. Messerschmidt, Die Hittiter ("Der alte Orient"), 1903 (trans. "The 
Hittites," 1903; in the Annual Report of the Smithsonian Insti- 
tution, 1903, "The Ancient Hittites"). 

Perrot and Chipiez, History of Art in Sardinia, Judaea, Syria, and Asia 
Minor. 

O. Puchstein and others, Boghaz Keui, Die Bauwerke (Deutsche Orient- 
Gesellschaft), 1912. 

W. Wright, The Empire of the HiUUes, 2d ed.. 1886. 

Persian Sculpture 

Dieulafoy, Uart antique de la Perse, 1884-1889; Uacropole de Siise, 
1890-1892. 

L. W. King and others (British Museum), The Sculptures and Inscrip- 
tions of Darius the Great on the Rock of Behistun in Persia, 1907. 

Noldeke, Persepdis, die achaemenischen und sassanidischen Denkmdler, 
1882. 

M. L. Pillet, Le palais de Darius I d Suse, 1914. 

Texier, Description de VArminie, de la Perse etdela Mesopotamie, 1842- 
1852. 

Phoenician and Cypriote Sculpture 

Perrot and Chipiez, History of Art in Phoenicia and Cyprus. 

J. L. Myres, Handbook of the Cesnola Collection of Antiquities from 

Cyprus, 1915. 
J. L. Myres and M. Ohnefalsch-Richter, Catalogue of the Cyprus Museum, 

1899. 

Greek and Roman Sculpture 

(Works treating of Greek and Roman art, not exclusively of either). 
P. Amdt and W. Amelung, Photographische Einzelaufnahmen antiker 
Sculpturen nach Auswaht und mit Text, 1893-1913 (photographs 
and a catalogue containing discussions). 
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Baumeister, Denkmdler des klassischen AUeiiitms^ 3 vols., 1885-18SS, 
Brunn-Bruckmann-Amdt, Denkmdler griechi^her und rdmijfcker Scuiptur 

(large photographic plates ; in the second series, now in progres:»« 

which begins with pi. 501, elaborate discussions accompany* the 

plates). 
Brunn-Bruckmann-Amdt, Griechische und rOmisrhe PoHHIts (a serieci 

of plates, etc., similar to the Denhmdler griechUchtr umi rimiitcker 

Sculptur). 
Daremberg and Saglio, Dictionnaire des antiquith grecques ei romaimr* 

(in progress). 
R. Delbruck, Antike PortrHts, 1912. 
A. Furtwangler, IrUermezsd, 1896. 
S. Lami, Dictionnaire des sculpteiirs de Vatitiquitf jusqu*au VI* sifrU 

de noire Sre, 1884. 
E. V. Mach, Handbook of Greek and Roman Scuipture lo (krompoHjf 

a Collection of Reproductions of Greek and Roman Sculpiktrt^ UK)6 

(a catalogue, with descriptions and discussions, accompan>'in|t 

500 illustrations). 
S. Reinach, Repertoire de la statuaire grecque et romainr, 1897-1910; 

Repertoire de reliefs grecs et romaines, 1909-1912 (great numl»ers 

of small cuts of statues and reliefs respectively, with bibliographic 

cal notes). 
Roscher, Aiisfiihrliches Lexikon der griechischen und riimischrn A/(y/At>-> 

logie (in progress; contains many illustrations). 
Smith, Dictionary of Antiquities. 
Wissowa and Kroll, Pauly*s Real-EncyclopHdie der classim^hen Aher- 

tumswissenschaft (in progress). 
Several other useful illustrated dictionaries of antiquities exist. 

Greek Sculpture 

Periodicals. — Those mentioned under (teneral Works and Ancient 
Sculpture in General, also Bidletin de correspotuiance hellhtique: 
Journal of Hellenic Studies; M itteilungen des kaiserlich deutschen 
archddogischen Instituts, Athenische Abteilung: Revue des Hudes 
grecs; Annual of the British School at Athens. 

J. Baikie, The Sea-Kings of Crete, 1913. 

R. Dyssaud, I^s civilisations jtrthelUniques dans le bassin de la mer 
Egee, 2d ed.. 1914. 

A. J. Evans, The Nine Minoan Periods, 1914. 

A. Frickenhaus and others, Tiryns. Die Ergebnisse der Ausgrabungen des 
K. d. Archdologischen Imtituts in Athen, 1912. 

H. R. Hall, Aegean Archaeology, 1915. 

A. Mosso, The Dawn of Mediterranean Cirilization, 1911. 

Perrot and Chipiez, Hisiaire de Vart dans Vantiquite, Vol. V. 

Tsountas and Manatt, The Mycenaean Age, 2d ed., 1914. 
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M. Collignon, Higtoire de la sadplure grecque, 1892-1897 ; Les statues 

funiraires dans Vart grec, 1913; Le Parthenon, 1914. 
A. Conze, Die aUischen Grabreliefs (a great publication not yet fully 

completed). 
Fowler and Wheeler, Handbook of Greek Archaeology, 1909. 
A. Furtwangler, MaMerpieces of Greek Sculpture, 1895. 
E. A. Gardner, Handbook of Greek Sculpture, revised ed., 1910; Six 

Greek Sculptors, 1911. 
P. Gardner, The Principles of Greek Art, 1914; Sndptured Tovibs of 

Hellas, 1896 ; Types of Greek Coins, 1883. 
H. Stuart Jones, Select Passages from Ancient Writers illustrative of the 

History of Greek Sculpture, 1895. 
A. Joubin, La sculpture grecque entre les gnerres mediques et V^poqae de 

Ptrides, 1901. 
R. Kekule v. Stradonitz, Die griechische Skulptur, 2d ed., 1907. 
H. Lechat, Au musee de Vacropote d'Athenes, 1903. 
W. Lermann, AUgriechische Plastik, 1907. 
E. Loewy, Die griechische Plastik, 1911. 
A. Murray, The Sculptures of the Parthenon, 1903. 
J. Overbeck, Die antiken Schriftquellen zur Geschichte der bildenden 

Kiinste bei den Griechen, 1868; Geschichte der griechischen Plastik, 

4th ed., 1893-1894. 
Perrot and Chipiez, Histoire de Vart dans Vantiquitfy \'ols. VI -X. 
R. B. Richardson, A History of Greek Sculpture, 1910. 
H. Schrader, Archaische Marmorskulpturen im Akropolismuseum zu 

Athen, 1909. 
A. H. Smith, The Sculptures of the Parthenon, 1910. 
H. B. Walters, The Art of the Greeks, 1906. 

Etruscan Sculpture 

J. Martha, L'art Hnisque, 1899; Archeologie etrusque el romaine, no 
date. 
Special infonnation concerning Etnuscan sculpture must be sought 
in archaeological periodicals, catalogues of museums, and the like. 

R().\fAN S^^ULPTUHE 

Periodicals. — ITiose mentioned under (Jeneral Works and Ancient 
Sculpture in (ieneral, also Bidletti no delta commissione archeologica 
comunale di Roma; Journal of Roman Studies; Mitieilungen des 
kaiserlich deutschen archaologischen Instiluts, riimische Ahteilung; 
Notizi£ degli Sc<iri di Antichith; Papers of the British School in 
Rome, 

Altmann, Die romischen Grahaltdre der Kaiserzrit, 1905. 

C. Cichorius, Die Trajanssaule, 1896-1900. 
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E. Petersen, Ara Pacts Augustae, 1902. 

A. Riegl, Die spdtromUche KundinduMrie nach den Funden in OeMer^ 

reich'Ungam^ 1901. 
Mrs. Arthur Strong, Roman Sculi^ure from Augustus to Constantino, 

1907. 
L. V. Sybel, Christliche Antike, WA. 2, 19«). 
H. B. Walters, The AH of the Romans, 1911. 

F. Wickhoff, Roman Art, 1900 (first appeareci as "Die Wiener Genesis," 

1895). 

SCULITURE OF C'hRIHTIAN TlMRS IN (fENERAL 

Periodicals and general works !nentiono<1 above. 

Dohme, Kunst und Kiinstler des M ittelalters und der Svuzeit, 1877-1886. 

A. Michel, Histoire de Vart depuis les premiers temfts chrftiens jusqu*ii 

nos jours (a comprehensive work in many volumes and by many 

authors ; not yet complettnl). 
Musee de Sculpture ComparC^e (Palais du TrocatlenO. les ehefsHl^a^urre 

d' architecture et de sculpture, du XII*' au XIX*' sii^le, 1913. 
W. R. Lethaby, Mediaeval Art from the Peace of the Church to the Ere of 

the Renaissance, 312-1360, new e<l., 1912. 
The **Ars Una" series of small volumes by different authors contains 

chapters on the sculpture of the <lifforent countries. 

Eakly Christian and Byzantine Scuutlre 

Periodicals. — Those mentionefl under General Works, also Bullet^ 
tino di archcologia cristiana; Byzantinische Zeitschrift; Rente de 
Vart Chretien; Rbmische Quartalschrift fiir christliche Altertiimer und 
Kirchengesch ichte, 

O. M. Dalton, Byzantine Art and Archaeology, 1911. 

(1i. Diehl, Manuel d'Art byzantin, 1910. 

R. Gamicci, Storia delV arte cristiana, 1873-1881 (2 volumes on ivor- 
ies, sarcophagi, etc.). 

H. Marucchi, Elements d'arch^ogie chretien, 1889, 1890. 

Millet, in Michel, Histoire de Vart, vol. I. 

P^rat^, in Michel, Histoire de Vart, vol. I. 

A. Pirate, Uarcheologie chretienne, 1894. 

J. Strzygowski, Kleinasicn ein Neuland der Kunstgeschichie, 1903; 
Orient Oder Rom f 1901. 

L. V. Sybel, Christliche Antike, vol. II, 1909. 

Mediaeval Sculpture in Italy 

Periodicals and General Works alreadv mentioned. 
E. Bertaux, in Michel, Histoire de Vart, vol. I. 
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W. Bode, Italienische PUutik, 1911. 

P. Bouchaud, La sculpture vfnitienne, 1013. 

M. Mattioni, // duomo di Ortieto, 1914. 

C. Ricci, Art in Northern Italy ^ 1911 ("Ars Una" series). 

A. Venturi, Storia deW arte italiana, vols. I, II, III. 

W. G. Waters, Italian Sculptors, 1911. 

Max Zimmerinann, Oberitalienische Plastik im MittelaUer, 1897. 

Mediaeval Sculpture in France 

Periodicals and General Works as above. 

A. Boinet, Jjes sculptures de la facade occidentale de la cathSdrale de 

Bourges, 1913. 
L. Gonse, L*art gothique, 1890; Ija sculpture fran^ise, 1895. 
L. Hourticq, Art in France, 1911 ("Ars Una" series). 
A. Humbert, La sculpture sous les dives de Bourgogne (1S61-148S), 1913. 

E. MAle, Religious Art in France; Thirteenth Century, 1914 (Uart 

religieux du XIIP si^de en France) ; Uart religieux de la fin du 

moyen Age en France, 1908. 
M. and E. Marriage, The Sculptures of Chartre^ Cathedral, 1910. 
Michel, HiMoire de Vart, vol. II. 
L. Pillion, IjCs sculpteurs franpais du XIIF sihcle ("Maitres de Tart" 

series), 1912. 

Mediaeval Sculpture in G£il\liny 

Periodicals and General Works as above. 

W. Bode, Geschichte der deuischen Plastik, 1885-1887. 

Dehio and von Bezold, Die Denkmaler der deuischen BUdhauerkunst, 

1905-. 
G. Delahache, La cathedrale de Strasbourg, 1910. 
P. Hartmann, Die gotische MonumervtcJr Plastik in Schwaben, 1910. 

F. Liibbecke, Die gotische K diner Plastik, 1910. 
Michel, Histoire de Vart, vol. II. 

M. Sauerlandt, Deidsche Plastik des Mittelalters, 3d ed., 1911. 
A. Schmarsow and E. v. Flottwell, Meisterwerke der deuischen Bild" 
nerei des Mittelalters, 19 10-. 

Mediaeval Sculpture in the Netherlands 

Michel, Histoire de Vart, vol. II. 

M. Rooses, Art in Flanders, 1914 ("Ars Una" series). 
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Mediaeval Sculpture in England 

Periodkab and General Works as above. 

W. Armstrong, Art in Great Britain and Ireland, 1909 ("Ars Una" 

series). 
C. Enlart, in Michel, HiMoire de Vart, vols. II, III. 
E. S. Prior and A. Gardner, An Account of Medieval Figure-Sculpture 

inEnifland, 1912. 
L. Weaver, Memorials and MonumentJt, 1915. 

Mediaeval Stulpture in Spain 

Periodicals and General Works as above. 

E. Bertaux, in Michel, HiMoire de Vart, vol. II. 
A. F. Calvert, Sculpture in Spain, 1912. 

M. Dieulafoy, Art in Sjxiin and Portugal, 1913 ("Ars Una" series); 
Ija statuaire polychrome en Ejffxign/', 1908. 

F. Araujo Gromez, Hiftoria de la enculturn en E»pana, 188."). 

P. Lafart, La sculpture esitagnole, 1909 (Biblioth^que de renseigneinent 
des Beaux- Arts). 



SCULPTLTIE OF THE RENAISSANCE IN GENERAL 

Periodicals and General Works alreadv mentioned. 

E. Muntz, Histoire de Vart pendant la Renaissancey 3 vols., 1889-1805 

(chiefly on Italian art). 
L. Scott (Mrs. Baxter), Sculpture, Renaissance and Modern, 1886. 

Sculpture of the Renaissance in Italy 

General Works mentioned above. 

G. Beaume, Michel Ange, 1912. 

E. Bertaux, Donatella ("Mattres d'art"), 1910. 

W. Bode, Italienische Plastik, 1911 ; Florentiner Bildhauer der Renais- 

sance, 2d ed., 1910. 
M. V. Boehm, Ix)remo Bernini, 1912 (**Kunstlermonographion'*). 
P. Bouchaud, Im sculjyture renetienne, 1913. 
H. Brockhaus, Michelangelo und die Medici-Kapelle, 1912. 
J. Burckhardt, The Citilization of the Renaissance in Italy, 5th English 

ed., 1904. 
Benvenuto Cellini, Autobiography. 
M. Crutwell, Donatella, 1911. 

J. Desjardins, Aa vie et IWuvre de Jean Bologne, 1883. 
H. Focillon, Bentenuio Cellini, 1912 ("Ix»s grands artistes"). 
L. F. Freeman, Italian Sculptors of the Renaissance, 1902. 
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K. Frey, Michelangialo Buonarroti, sein Ijehen und seine Wcrke, 191 1-. 

R. S. Gower, Michael Angelo, 19GS, 

E. Hildebrandt, Michelangelo, 1913. 

C. Holroyd, Michelangelo, 190?. 

A. Marquand, Delia Robbias in America, 1912; Luca della Robl^ia, 1914. 

Michel, HiMoire de Vart, vols. Ill, IV, \, 

E. Molinier, Benvenuio Cellini, 1894. 

R. Norton, Bernini and Other Studies, 1914. 

M. Reymond, Le Bemin ("Maitres de Tart"), 1911. 

C. Ricci, Art in Northern Italy ("Ars Una" series), 1911; Baroque 

Architecture and Scidpture in Italy, 1912; Michel- Ange, 1902. 
A. Riegl, Filippo BaldinuccVs Vita dcs Giovanni Ijorenzo Bernini, 1912; 

Die Entstehung der BarockkunM in Rom, 1908. 
C. Strutt, Michael Angela, 1903. 
J. A. Symonds, The Life of Michelangelo, 3d ed., 1899 ; The Renaissance 

in Italy, The Fine Arts, last ed., 1913. 
H. Thode, Michelangelo, kriiische Untersnchungen iiher seine Werke, 

1913; Michelangelo und das Ende der Renaissance, 1903-1912. 

A. V^enturi, Storia deW arte italiana, vols. IV- (in progress). 
W. G. Waters, Italian Sculptors. 1911. 

H. Wolfflin, The Art of the Italian Renaissance, 1903 (also 1913). 

Sculpture of the Renaissance in France 

General Works already mentioned. 

Lady E. Dilke, French Architects and Sculptors of the Eighteenth Century, 
1900. 

L. Gonse, La sculjdure en France depuis le XIV^ sieclc, 1894. 

L, Hourticq, Art in France ("Ars Una" series), 1911. 

H. Jouin, ArUoine Coysevox, 1883 ; Jean Goujon, 1906. 

S. Lami, Dictionnaire des sculpteurs de V^cole fran^i.se du moyen agr an 
regne de Louis XIV ; . . . sous le regne de Ijouis XIV ; , , \ au 
XV IIP sitcle; , , . au XIX* si^cle (in progress). 

Michel, Histoire de Vart, vols. Ill, IV, V. 

H. Thirion, Les Adam et Clodion, 1885. 

Sculpture of the Renaissance in Germany 

The General Works on German sculpture mentioneti under Mediaeval 

Sculpture in Germany. 
J. Baum, Die Ulmer PlastUc torn 1500, 1911. 
P. Clemen, Die rheinische und die westfalische Kunsi, 1903. 

B. Daun, Adam Krafft, 1897. 

C. Headlam, Peter Vischer. 1901. 

L. Reau, in Michel, Histoire de Vart, vol. V. 
G. Seeger, Peter Vischer der Aeltere, 1898. 
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E. Tonnies, TUmann Riemenachneidery 1900. 

F. Wanderer, Adam Krafft und seine Schide, 1896. 

Sculpture of the Renaissance in the Netherlands 

J. de Bossohere, La sculpture anversoise, 1909 (oolleotion <les "Grands 

artistes des Pays Bas")« 
J. Heibig, Im sculpture au pays de LiPge, 1890. 
M. Rooses, Art in Flanders ("Ars Una" series), 1914. 
H. Rousseau, La sculpture beige aux XVI P et XVIII* sihUs, 191 1. 
P. Vltry, in Michel, Histoire de Vart, vol. \'. 
W. Vogelsang, Die Holzskulptur der Niederhnde, I, 1911, II. 1914. 

Sculpture of the Renaissance in England 

Sir W. Armstrong, Art in England ("Ars Una** series), 1909. 
P. Biver, in Michel, Histoire de Vart, vol. V. 
Encyclopaedia Britannica, article Sculpture. 
L. Weaver, Memorials and Monuments ^ 1915. 

Sculpture of the Renaissance in Spain 

The General Works on Spanish sculpture mentioned under Mediaeval 

Sculpture in Spain. 
E. Bertaux, in Michel, Histoire de Part, vol. l\. 
J. Agapito y Revilla, Alonso Berruguete, 1913. 
O. Fatigati, Escultura en Madrid, 1913. 

Modern Sculpture in Italy 

L. Callari, Storia deW arte contem poranea italiana, 1909. 
A. (i. Meyer, Canora, 1S9S. 

Modern Sculpture in Fr.\nce 

(;. Benedite, Al. Falguihe, 1902. 

L. B^ne<lite, IjCS sculftteurs fran^iis contem j)ora ins, liK)l. 

M. Ciolkowska, Rodin, 1912 ("Little B<K)k» on Art"). 

J. Cladel, Augusts Rodin, rtrucre et Vhomme, HH)S. 

E. Claris, De V impressionisme ensculi/ture (R(Mlin and Meimier), UHKl. 

M. Dreyfous, Dalou, Wmi. 

D. r. Eaton, Handltook of Modern French Sculpture, 1913. 
L. de Fourcaud, Fran/^tis Rude, HMK^. 

E. Guillauine, Frant^ns Rude, HK)3. 

C. H. Hart and E. Hiddle, Jean Antuine Houdon, 1911. 
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H. Jouih, David d* Angers, 

G. Kahn, Auguste Rodin, 1909. 

S. Lami, Didionnaire des mndpteurs de Vicole franfaise du XIX* siide, 

1914-. 
F. Lawton, Life and Work of Aitguste Rodin, 1907. 

Modern Sculpture in the Netherlands, England, Germany, 

Denmark, Sweden, Spain, and Russia 

W. Armstrong, Art in Great Britain and Ireland ("Ars Una** series), 

1909. 
M. Dieulafoy, Art in Spain and Portugal ("Ars Una" series), 1913. 
Lady Eastlake, Life of John Gibson, 1870. 
F. Eggers, Christian Daniel Ranch, 1873-1891. 

F. Araujo Gomez, Historia de la escidtura en Espana, 1885. 

G. Guriitt, Die devische Kunst des XIX Jahrhunderts, 1900. 
P. Lafart, Ija sculpture espagnde, 1909. 

E. Plon, Thonoaldsen's Life and Works, 1874. 

W. Radenberg, Modeme Plastik, 1912. 

S. Redgrave, Dictionary of Artists of the English School, 1874. 

M. Rooses, Art in Flanders ("Ars Una** series), 1914. 

J. M. Thiele, The Life of Thorwaldsen (English translation), 1865. 

G. Treu, Max Klinger als Bildhaiier, 1900 ; Constantin Meunier, 1903. 

L. Weaver, Memorials and Monuments (English monuments), 1915. 

Sculpture in the United States 

C. H. Caffin, American Masters of Sculpture, 1903. 

C. L. Hind, Augustus St. Gaudens, 1908. 

Juliet James, Scidpture of the Exposition Palaces and Courts, 1915. 

E. Neuhaus, The Art of the Exposition, 1915 (the Panama Exposition 

at San Francisco) ; The Galleries of the Exposition, 1915. 
Lorado Taft, American Sculpture, 1903, 2d edition, 1916. 

Note. Two periodicals, Art in America and Art and Progress, 
in addition to the periodicals on art in general mentioned above, are 
of importance to the student of modern art. Many articles on sculp- 
ture and sculptors appear from time to time in the illustrated maga- 
zines and papers. Information concerning sculptors is also to be found 
in various dictionaries of biography. 

Sculpture in the Far East 

M. Anesaki, Buddhist Art in its Relation to Buddhist Ideals, 1915. 
K. Woermann, in Geschichte der Kunst, vol. I (a general account). 
L. D. Barnett, Antiquities of India, 1913. 

J. Burgess, The Ancient Monuments, Temples, and Sculptures of India 
. . ., 1897 and 1911 (folio plates). 
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A. Foucher, J* art greco-buddhique du GandkAm^ 190&-. 

A. Griinwedel, Buddhist Art in India, 1911. 

M. Maindron, Uart indien, 1908. 

A. Rea, South Indian Buddhist Antiquities, 1894. 

Reports of the Archaeological Sun-ey of India. 

Vincent A. Smith, A History of Fine Art in India and Ce^iom, 1911. 

F. Brinkley, Japan and China, their History, Arts, and Literaturr, 190S. 

E. Chavannes, La sculpture sur pierre en Chine, 1S93. 

E. F. Fenollosa, Epochs of Chinese and Japanese Art, 1912. 

F. Hirth, China and the Roman Orient, 1885; Veber fremde Einfiusse 

in der chinesischen Kunst, 1896. 
J. E. Lodge, Introduction to the Collection of Chinese Sctdpture, in the 

Museum of Fine Arts Bulletin, Boston, 1915. 
M. Pal^logue, Vart chinois, 1887. 
L. Gonse, Uart japonais, 1900. 
T. Hayashi, Histoire de Fart du Japon, 1900. 

G. C. Pier, Temple Treasures of J a pan , 1914. 
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Abella, G. B., 376. 

Adam, French sculptor, 315. 

Adams, Herbert, 399. 

Aegina, sculpture at, 68-71, 75, 79, 81. 

Agesander, of Antioch, 129; of 

Rhodes, 134. 
Agoracritus, 93, 94. 
Agostino di Duccio, 271. 
Aitken, Robert IngersoU, 405. 
Akers, Benjamin Paul, 391. 
Alabaster, Assyrian, xxii, 31 ; Eng- 
lish. 234, 235, 237, 238, 239. 
Alamant, Enrich, 253. 
Alcaide, Zamorano, 370. 
Alcamenes, 83, 93, 94. 
Alcoverro, Jose de, 370. 
Aleman, Juan, 256 ; Rodrigo, 335. 
Aleu, Andres, 375. 
Alexander the Great, 43, 1()9. 119, 

125, 137, 166, 407. 
Algardi, Alessandro, 300. 
Allar, A. J., 362. 

Allegrain, Gabriel Christophe, 313. 
Allen. Charles John, 380. 
Almonacid, S., 337, 339. 
Alsina. Antonio, 37(). 
Altar of Neptune, 150 ; of Peace, 

151-153, 154. 155. 
Alvarez, Manuel. 345 ; Jose, 375 ; 

Jose the younger, 375. 
Amudeo, 280. 281. 
Ambrogio. (liovanni di, 19<) ; Lon>iuE(> 

di Giovanni di. 196; da Milano. 

282. 
Anibroise. V. J. J., 302. 
Ammanati. Bartolomnieo. 29S. 
Andrea Pisano. 190. 191, 192. 195. 

257, 258. 259. 
Angelion. 67. 

Anguiers. Francis and Michel. 309. 
Anselmo (ut Milan), 182. 
Antelami, Benedetto. 183 f. 



Antenor, 74, 7S. 

Antico (Pier Jaco|)o Alan-Boom^fAmi* 
278. 

Antinous, 161. 

Antonine period. 161 f. 

Antonio, 195. 

Aphrodite (see Venus), by Akramemaik 
94, 136; of Cnidus. lU. lS6i 
Medici, 115, 136; (^apitoUw. nS» 
135. 

Apollo, type of early Cireek statues* 
60, 61 ; Choiseul-Gouffier. 79 : ol 
Belvedere, 129. 132, 291. 396. 

.\ polio nius. 135. 

Aquila, Andrea d*. 286. 

Ara Pacis, 151-153, 154, 155. 

Area, Nicold delF, 279. 

.\rcesilas, 136. 

Archaic Greek sculpture, 59^-76; at 
Athens, 71-76. 

.\rchermus. 63. 64. 

Arexao, Niccol6 d'. 280-282; Piero 
d'. 282. 

Arfe, Juan de, 343. 

Argos. sculpture at, 67, 68. 77. 

Aria. Michele d'. ;i04. 

Aristogeiton. statue of. with Har- 
modius. 77. 78. 80. 

Arnistead. H. H.. 380. 

.\rnolfo di Cam bio. 188, 189. 

.\rra.M. Jean de. 212. 

.Vrtaxorxes. 45. 

AsshurlMmipal, 38. 39. 44. 

Asshurnaiirpal. 32, 33. 34. 35. 36. 37. 

.\»tyagt»». 43. 

Atche. Rafael, 376. 

Athanadorus, 134. 

.\thena, Parthenos. 88. 89. 90. 91, 
101 ; Lemnian, 91 ; Nike, sculp- 
tures of temple. 102. 103 ; of balus- 
trade. 103, 104. 

Athenis, 63. 
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Athens, archaic sculpture, 71-76; 
chief centre of sculpture in fifth 
century, 77. 

Attic, sculpture, archaic, 71-76; in 
fifth century, 77, 78, 86-90. 94- 
105; in Asia Minor, 106, 121, 122, 
123; gravestones, 123, 124. 

Aub6, J. P., 361. 

Aubeaulx, Pierre des, 304. 

Augur, Hezekiah, 389. 

Augustus, 149, 150, 151, 155. 

Auvergne, school of, 197, 198. 

Averlino, Antonio, 285. 

Babylon, sculpture at, 29, 30. 

Babylonia, 24-31. 

Bachelier, Nicholas, 306. 

Bachman, Max, 402. 

Bachot, J., 304. 

Backere, Jan de, 329. 

Backofen, Hans, 322. 

Bacon, John, 334. 

Baerse, Jacob de, 328. 

Baeza, Francisco de, 339. 

Baily, Edward H., 378. 

Bailly, Joseph A., 403. 

Balduccio, Giovanni di, 190, 193 f. 

BaU, Thomas, 390, 396, 400. 

Bambaja, 281. 

Bamboccio, Antonio di Domenico da, 

286. 
Bandel, Ernst von. 372. 
Bandinelli, Baccio, 296, 298. 
Banks, Thomas, 334. 
Baratta, F., 300 ; P., 300. 
Barba, Ramon, 375. 
Bari, Niccol6 da, 279. 
Bariloto, Pietro, 295. 
Barlach, Ernst, 375. 
Barnard, George Grey, 398. 
Barnhorn, Clement J., 404. 
Baroque, 298-300, 325, 326, 331, 344, 

345. 346. 
Barrau, Th6ophile, 362. 
Barrias, Louis Ernest, 359 f. 
Barron, Eduardo, 376. 
Bartholdi, F. A., 361. 
Bartholomfe, P. A., 360, 361, 375. 
Bartholomew, Edward Sheffield, 391. 
Bartlett, Paul Wayland, 398. 
Bartolini, Lorenso, 348. 
Bartolo di Michele. 258. 



Barye, Antoine Louis, 356, 362. 

Bassalettus, see Vasalletto. 

Bates, Harry, 381, 382. 

Bathydes, 67. 

Bayes, Gilbert, 386. 

Beaugrand, Guyot de, 329. 

Beauneveu, Andr6, 212 ; Pierre, 212. 

Becerra, Gaspar, 342. 

Begaretti, Antonio, 296. 

Begas, Reinhold, 372 f. 

Behnes, William, 379. 

Bellver, Francisco, Mariano, Jose, 

and Ricardo, 375. 
Benedetto, Antelami, 183 f . ; da 

Majano, 271, 286; da Rovessano, 

295, 304, 333. 
Benlliure, Mariano, 376. 
Benti, Donato di Battista di Mateo, 

304. 
Bergaz, Alfonso, 345. 
Berge, Edward, 401. 
Bernini, Gian Lorenzo, 299 f., 310, 

311, 346, 373. 
Bernward, 177, 216. 
Berrugueti, Alonso, 340, 341, 342, 

343 ; Inocencio, 342. 
Berthelot, Guillaume, 309. 
Betti, 8€€ Justi. 
Beuren, Alphonse van, 367. 
Biduino, 181. 

Bissell, George Edwin, 393. 
Bissen, H. W., 352. 
Bitter. Karl. 400. 401. 
Bl&ser. Gustav. 370. 
Blay. Miguel. 376. 
Blondel. Lancelot, 329. 
Blutenburg, sculptures at, 323. 
Bock, Richard, 404. 
Boehm, Sir J. E.. 380. 
Boisseau, E. A., 361. 
Boizot, 315. 

Bologna, Giovanni, 258, 296 f., 325. 
Bonaf6, Martin, 256. 
Bonannus, 177. 182. 
Bonassieux, Jean. 358. 
Bonino da Campione, 194. 
Bontemps. Pierre. 306 f., 309. 
Borglum, Solon H., 402. 
Borgofia, Felipe de, 340. 341, 342. 
Borremaus, Passchier. 329 ; Jan, 329. 
Bosio, FranQois Joseph, 353. 
Bossard, Johannes, 375. 
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Bouchardon, Edm6, 312. 

Boucher, Alfred, 362. 

Boulogne, see Bologna. 

Bouteiler, Jean le, 212. 

Boyle, John J., 399. 

Bracken, Mrs. Clio, 405; Julia, 405. 

Bracket, Edward A., 391. 

Braeck, Pierre, 367. 

Brahmanic art, 409, 410, 411. 

Branchidae, statues from, 62, 63 ; 

statue by Canachus at, 67, 68. 
Brasses, engraved, 225, 235, 332. 
Bregno, Andrea. 282, 286. 
Brenner, Victor D., 402. 
Brewster, George Thomas, 401. 
Briard, Pierre, 309. 
Bringhurst, Rol>ert P., 404. 
Briosco, Antonio, 278, 281. 
Brock, Sir Thomas, 381, 382. 
Broeucq, Jacques du, 330. 
Bronze, composition, xxiv; methods 

of casting, xxiv, xxv ; patina, xxvi ; 

early Egyptian statues, 9 ; Etrus- 
can work, 144-146 ; doors in Italy, 

176 f. ; work in Germany, 216 f . ; 

cire perdu process of casting in 

England, 384. 
Brooks. Carol, 405 ; Richard E., 402. 
Brown. Henr>' Kirke, 390, 392; 

Mortimer, 387. 
Brilggemaun, Hans, 324. 
Brun, S. J.. 356. 
Brunelleschi, 258. 
Bryaxis, 120. 
Buddha, 137, 408, 409, 410, 413, 415, 

416, 417. 
Buddhistic art, 44, 407, 408, 409, 

410, 411. 412-417. 
Bull capitals, Persian, 47 ; bull and 

lion, 46. 
Buon, Bartolommeo, Giovanni. Pari- 

fico, and Pantaleone, 283. 
Buonamicus. 181. 
Buonarroti, 8ee Michael Angclo. 
Bupalus, 63. 
Burgundy, school of, 197, 199, 200 f., 

244; at Dijon, 212, 213-215, 304; 

in Spain, 256. 
Burma, sculpture in, 411. 
Burroughs, Mrs. Edith Woodman, 

405. 
Bush-Brown, Henry Kirke, 402. 



Busti, Agostino, 281. 

Busts, Roman, 154, 157, 159, 164. 

Caffieri, J. J., 313, 314 ; Jacques, 314 ; 

Philippe, 314. 
Caillouette, Louis Denis, 356. 
Cain, Auguste, 362. 
Calamis. 78,. 79, 85. 93. 
Calcagni, Tiberio. 294. 
Calder, Alexander Milne, 403 ; A. 

Stirling. 403. 406. 
Calegari, A., 300. 
Gallon, 67. 

Calverley, Charles, 401. 
Camalno. Tino di, 190. 
Camlxidia. sculpture in, 411. 
Camelio, 285. 
Campagna, Girolamo, 298. 
Campbell, Thomas. 389. 
Cam|>eny, Jose, 376. 
Canachus, 67, 68. 
Candid, Peter, 297, 325. 
Candido, Elia, 297. 
Cano, Alonso, 344. 
Canova, Antonio, 347 f., 348, 350. 

368. 370, 372, 378, 389. 
Caradosso, 281. 

C'arbonell. Spanish sculptor, 376. 
Cariat, 43. 
Carl6s, A. J., 362. 
Carmona, Salvador, 345. 
Carolingian renaissance. 174. 175, 197. 
Carpeaux. Jean Kaptiste, 356 f., 362, 

382, 394. 
Carrier-Belleuse, 358. 362. 
Cartellier, Pierre, 353. 
Castalys. Jayme. 251. 
Castn>. Philip de. 345. 
Catell. Arnall, 241. 
Cathier, 365. 
Cattanes, Danese, 298. 
Cavelier. Pierre Jules, 358. 
Caxin. Marie, 361. 
Cauaniga, Tommaso, 281. 
Cellini, Bcnvenuto, 296, 305. 
Cerrachi, Giuseppe, 388. 
Ceylon, art in, 411. 
Chaleveau, G., 3iXi. 
Chandler, Clyde Giltner, 400. 
Chantry, Sir F. L., 378, 379. 
Charioteer at Delphi. 79, 80. 
Chartres, Jean de, 303. 
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Chatrousse, E., 361. 

Chaudet. Antoine Denis, 353. 

Chellefi. Jean de. 212 ; Pierre de, 212. 

Chephron (Khafra), 7, 8. 

Chian sculpture, 63, 64, 73, 74. 75. 

Chinard, Joseph, 353. 

Chinese sculpture, 137, 411-415. 

Chirisophus, 67. 

Chirriguera, 345. 

Ciccione, Andrea, 286. 

Cinerary statues, urns, groups, 141 f. 

Cione, Andrea di, 191 f. 

Civitale. Matteo, 271. 

Claperos, Anton, 251, 253. 

Claude, Louis Michel (Clodion). 314, 

315. 
Clay, sculpture in, zx. 
C16singer, J. B. A.. 361. 
Clevenger, Shobal Vail, 391. 
Clodion, 314. 

Cluny, abbey of, 198, 200. 229. 
Coecke, Peter, 331. 
Cohen, Katherine, 405. 
Colin (Colyns), Alexander. 325, 331. 
Collet, Jacques, 212. 
Colombe, Michel, 302. 303, 305. 
Colonia, Juan de, 256. 
Colotes. 93. 
Colton, W. R., 386. 
Connelly, Pierce Francis, 394. 
Conner, Jerome. 402. 
Constantine, arch of, 164. 
Conventions, of Egyptian art. 13 ; 

of Greek art. 97. 100. 
Copies of Greek statues, 85, 86, 88. 

92, 93. 150. 
Copiu, Dutch sculptor in Spain, 335, 

337. 
Cordonnier. A. A., 362. 
Corradini, 300. 
Corral, Felipe del, 345. 
Cortot, Jean Pierre. 354. 
Cosmati, 180 f., 189, 285. 
Coullant-Valera, Lorenzo. 376. 
Couper. William, 400. 
Couston. Gulllaume and Nicholas, 

312. 350. 
Cox, Charles Brinton, 403. 
Coysevox. Antoine, 310. 311, 312. 
Coisarelli, Giacomo, 277. 
Crauk, G. A. D., 361. 
Crawford, Thomas. 389. 



Cresilas. 93, 94. 
Critius, 78, 85, 86, 89, 113. 
Crunelle, Leonard, 404. 
Cummings, Melvin Earl, 405. 
Cunningham, Allan, 379. 
Cypriote sculpture, 49-52. 
Cyrus. 30, 43, 44. 

Daedalus, 67. 

Dajou, Nicholas, 350. 

Dallin, Cyrus E., 402, 403. 

Dalmata, Giovanni, 285. 

Dalou. Jules, 358 f., 382, 386. 

Dammartin, Andr6 and Gui, 212. 

Damophilus, 148. 

Damophon, 133. 

Dampt, J. A., 362. 

Dancart, Fleming in Spain, 335. 

Dannecker, J. H., 368. 

Danti, Vincenxo, 289, 298. 

Darius, 44, 45. 

Darius Codomannus, 43. 

Daudu. 26. 

Dauer (Daucher). Adolf and Hans, 

322. 
David, Pierre Jean (d' Angers), 355 f., 

357. 
Definitions, sculpture, xix ; relief, xiz ; 

decorative, xx ; substantive, xx. 
Delaplanche. Eugene. 361. 
Delcour, Jean, 332. 
Delia Robbia, see Robbia. 
Demosthenes, statue. 127. 
Dentone, Antonio. 285. 
Desenfans. 367. 

Desiderio da Settignano, 270, 271. 
Dexter, Henry. 391. 
Diana of Versailles, 129. 
Diax, Angelo, 376. 
Diego de la Cruz. 337. 
Dies, Robert, 374. 
Dijon, sculpture at. 212, 213-215. 
Dillens, Julien, 365. 367. 
Dipoenus, 67. 
Dittler. Emil. 375. 
Dixey, John. 388. 
Domenico del Barbiere (Domenique 

Florentin), 305. 
Domitian. 156. 
Donatello, 258. 260, 262-266, 268, 

270, 271, 273, 275, 277, 278, 282, 

285, 286, 289, 291. 296. 365. 
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Donner, Georg Raphael, 326. 

Donoghue, John, 401. 

Dontas, 67. 

Doric sculpture, 63, 66, 67, 68. 

Doryclidas, 67. 

Doulis, Pierre, 304. 

Doyle, Alexander, 401. 

Drake, Friedrich, 370. 

Drury, Alfred, 385, 386. 

Dubois, Paul, 357 ; Mrs., 392. 

Ducaju, J. J., 364. 

Dumont, A. A., 356; E., 315. 

Dungi, 29. 

Dupon, Josu6, 367. 

Dupr6, Giovanni, 349. 

Duque, P., 345. 

Duquesnoy, F., 300, 331 ; J., 331. 

Dtirer, Albrecht, 317, 322. 

Duret, Francisque Joseph, 356. 

Durham, Joseph, 379. 

Dying Gaul, 130, 131, 133. 

• 

Eannatum, 25. 

Eberhard, Konrad, 372. 

Eberle, Abastenia St. Leger, 405. 

Echeandia, Julio, 376. 

Egas (Van Eyck), 2.56, 335. 

Egypt, 1 -23 ; chronology of, 2 ; con- 
ventions of art in. 13. 

Ehrenfried, Theophilus, 3*24. 

Elamite kingdom, 44. 

Elgin marbles, 95. 

Elias, Spanish sculptor, 375. 

Elkan, Benno, 375. 

Ellicott, Henry Jackson, 403. 

Elwell, Frank Edwin, 400. 

Embil, Miguel, 376. 

Empire in Egypt, 17-21. 

Engelmann, Richard, 375. 

Ephesus, early temple, 65; later 
temple, 122. 

Epigonus, 130. 

Erechtheum, sculptures of, 102, 104, 
105. 

Eshin S6zu, 417. 

Estany y Capella, Pedro, 3V6. 

Etex, Antoine, 356. 

Euphranor, 120. 

Euthydicus, 75. 

Ezekiel, Moses Jacob, 392. 

Fagel, L6on, 362. 



Falconet, M. E., 313. 

Falgui^re, J. A. J., 358. 

Families of artists in mediaeval 

Rome, 180 f. 
Fancelli, Domenico di Sandro, 339, 

340. 
Fay d'herbe, L., 332. 
Federighi, Antonio, 276, 277. 
Fehr, Henry C, 386. 
Ferrata, E., 300. 
Femicci, Andrea, 295. 
Fiesole, Girolamo da, 303. 
Figueres, Juan, 375. 
Filarete, 285. 
Fiorentino, Niccol6, 278. 
Fisher, Frank, 387. 
Flanagan, John, 402. 
Flavian sculpture, 156 f. 
Flaxman. John, 378, 382. 
Floris, 330. 

Flotner (Flettner), Peter, 320. 
Fogelberg, Swedish sculptor, 352. 
Foggini, G. B., 300. 
Foley, John Henry, 380; Margaret, 

392. 
Folgueras, Cipriano, 376. 
Foppa, Cristoforo, 281. 
Ford, Edward Onslow, 383. 
Forment, Damian, 255. 343. 
Foyatier, 357. 
Fraikin, C. A., 364. 
Frampton, Sir G. J., 384 f. 
Francanilla, Pietro, 297. 
Francesco di Giorgio, 277. 
Frankenstein, John, 404. 
Fraser. James E., 401, 402. 
Frederick II, 179. 
Fr6miet, Emmanuel, 356, 357. 
French, Daniel Chester, 396-398. 
Frith, W. S., 382, 385. 
Frontality, 10. 164. 415. 
Fusina, Andrea, 281. 
Fuxa y Leal, 376. 

Gagini, Domenico, 286 f. ; Antonio, 
287. 

Gailde, J.. 304. 

Gambarelli, Matteo, 270. 

Gandari^, Jose de, 376. 

Gandh&ra. Hellenistic-Indian sculp- 
ture, 409, 411, 413. 415. 

Gardet, Georges, 362. 
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Gaul, August, 374. 

Gauqui6, H. D.. 362. 

Gautherin, Jean, 361. 

Gechter, Theodore, 356. 

Geefs, Guillaume, Joseph, etc., 364. 

Gensburg, Russian sculptor, 377. 

Gentil, Francois, 306. 

Geremia, Cristoforo, "278. 

Gerhaert, Glaus, 323. 

Gerhard, Hubert, 325. 

Gerlach, Gustave, 402. 

G^rdme, J. L., 361. 

Geyger, E. M., 374. 

Ghiberti, Lorenso, 258-262, 266. 268, 
271, 339, 389; Vittorio, 191. 

Ghini, Simone, 285. 

Gibbons, Grinling, 334. 

Gibson, John, 379, 391. 

Gflabertus, 199. 

GUbert, Alfred. 380, 382, 384. 

Gil de Siloe, 337. 

Gines, Jose, 376. 

Giotto, 191, 192, 254. 

Giovanni di Martino, 282 ; Pisano, 
185, 186. 187 f., 189, 191, 192. 

Giralte, Francisco, 342. 

Girardon, Francois, 310 f., 313. 

Gitiadas, 67. 

Giusto, Giovanni and Antonio, 304 f. 

Gj51 Baschi, 105, 106. 

Glazed tiles. Persian, 45, 46. 

Glycon, 136. 

Gobbo, il, 281. 

Godecharle, L., 332. 

Gomar, Anton and Francesch, 256. 

Gorgasus, 148. 

Goro di Gregorio. 190. 

Goroyema, Ono, 417. 

Gosen, Theodor von. 375. 

Gothic sculpture, 174, 175. 184-196 ; 
in France. 203-215; subjects of, 
203-207 ; relation to architecture. 
207 f . ; quantity, 208 f . ; methods, 
209 f. ; schools, 210 ; in thirteenth 
century, 210 f. ; in fourteenth cen- 
tury, 211-214; in Germany. 221- 
226; in England. 229-239; in 
Spain, 246, 248-256; in Nether- 
lands, 327. 

Goujon. Jean, 307 f., 309, 330. 

Gould, Thomas R., 392; Thomas. 
392. 



Grado, Gian Franoecso da, 295. 

Graeco-Roman sculpture, 135-137. 

Gragera, Jose, 376. 

Grafly, Charles, 403. 

Grasser. Erasmus, 323. 

Gratchoff, Russian sculptor, 377. 

Greenough, Horatio, 389 ; R. S., 392. 

Groot, Guillaume de, 365. 

Gruamons, 181. 

Guas, Juan, 337. 

Gudea, ruler of Lagash, 28, 29, 30, 32, 

33. 
Gu^n, Gilles. 309. 
Guglielmo, of Modena. 182, 183; of 

Verona. 182, 183 ; Fra. 188 f. 
Guido of Como, 184. 
Guillain, Simon, 309. 
Guillaume, J. B. C. E., 356. 
Guillen, sculptor at Burgos, 337; 

Francisco, 339. 
Gutierrez, Francisco, 345. 
Gyoji Bosatsu, 416. 

Habich, Ludwig, 375. 

Hadrian, 150, 160, 161. 

Hageladas, 67, 85. 

Hahn, Hermann, 373, 375. 

Hfthnel, Ernst, 371. 

Haller, Hermann, 375. 

Hampton, G. Herbert, 386. 

Hans, Bavarian sculptor, 323. 

Harmodius and Aristogeiton, 77, 78, 

80, 89, 113. 
Harnisch, Albert E., 403. 
Harpy tomb, 65. 
Hart, Joel T., 391. 
Hartley, Jonathan Scott, 394. 
Harvey, Eli, 402. 
Haseltine, Henry J., 392, 403. 
Haslin. N., 304. 
Hellenes, enter Greece, 53. 
Henry VII, chapel in Westminster 

Abbey, 332 f . 
Hera, of Polyclitus, 91, 93; of 

Samos, 61, 63. 
Hernandez, Gregorio, 343. 
Hibbard. Frederick C.. 404. 
Hildebrand, Adolf, 374. 
Hinestrosa. Juan de, 345. 
Hittites, 41-43. 
Hoeffler, Josef, 375. 
Hoemlein. Fritz, 375. 
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Hoetger, Bernhard, 373, 375. 
Hosmer, Harriet, 391. 
Houdon, J. A., 314, 388. 
Hudler, August, 375. 
Huerta, Juan de la, 214, 253. 
Hughes, Ball, 390. 
Hyatt, Anna Vaughn, 405. 

lie de France, mediaeval school of 

sculpture, 197, 203. 
Indaco, Francesco and Jacopo, 339. 
Indian sculpture, 407-412. 
Injalbert. J. A.. 362. 
Ionic sculpture, 63, 65, 67, 68, 77, 84. 
Isocephalism, 97. 
Ives, Chauncey B., 392. 
Ivory, in Byzantine art, 168, 170, 171, 

182, 198; in Italy, 175 f . ; in 

France, 197, 200 ; in Germany, 

216. 

Jackson, John Adams, 391. 

Jacopo della Querela, see Querela. 

Jacquot, Georges, 356. 

Japanese sculpture, 137, 415-418. 

Java, art in, 411. 

Jerichau, J. A., 352. 

Jitsugen, 417. 

J6ch6. 417. 

John, W. Goscombe, 386. 

Jones, Adrian, 385 ; Inigo, 333 ; 

John E., 379. 
Jouflfroy, Francois, 356, 394. 
Julien, Pierre, 315. 
Juni, Juan de, 343. 
Juste, Jean, Antoine and Juste, 304 f. 

Kaldenberg, Frederick Robert, 401. 

Kamensky, Feodor, 377. 

Katakin, 417. 

Kelly, James E., 401. 

Kels, Hans, 322. 

Kemeys, Edward, 402. 

Keyser, Ephraim. 403. 

Kinai, 418. 

King. John, 391. 

Kirk, Thomas, 379. 

Kiss, August, 370, 403. 

Kitson, Henry Hudson, 402 ; Samuel, 

402; Mrs. H. H.. 405. 
Kiushu. 418. 
Klinger, Max, 374. 



K6ben, 417. 
Kolbe, Georg, 375. 
Konti, Isidore, 400, 401. 
Korea, sculpture in, 415. 
K68ho, 417. 

Kraft, Adam, 316, 317 f. 
Krug, Ludwig, 322. 
Kwakei, 417. 

Laboureur, F. M., 348. 

Ladd, Mrs. Anna Coleman, 405. 

Laesslc, Albert, 405. 

Lagae, Jules, 367. 

Laiti6, French sculptor, 356. 

Lalaing, Jacques de, 366 f. 

Lambeaux, Jef, 366. 

Lamberti, Nicola di Piero, 196. 

Lancere. Russian sculptor, 376. 

Lanfrani, Jacopo, 195. 

Lang, Hermann, 375. 

Langer. Richard, 375. 

Languedoc, school of, 197, 199 f. 

Lant^ri, fkiouard, 380, 382, 386. 

Laocodn. 134, 135, 292. 

Larche, F. R., 362. 

Launoy, Robert de, 212; Jean de, 

212. 
Laurana, 278, 286, 287, 302. 
Laurentius, 18. 
Lawson, G. A., 381. 
Lederer, Hugo, 374. 
Lehmbruck. W., 375. 
Leighton, Lord Frederick, 383, 384. 
Lemaire. Philippe Henri, 356. 
Lemoyne, J. B., 313, 314. 
Leochares. 120, 129. 
Leonardo di Ser Giovanni, 195, 268. 
Leoni, Leone and Pompeo, 343. 
Leopardi, Alessandro. 275. 284 f. 
Lerch, Nicholas, 323. 
Lessing, 368. 
Lewis, Edmonia. 392. 
Lieberich. Russian sculptor, 376. 
Li^ge. Jean de. 212. 
Under. Henry. 401. 
Lion, in Assyrian art, 34. 37, 38 ; 

lion and bull, Persian, 46. 
Llimona y Brugera. 376. 
Loisel, Robert, 212. 
Lombardi, Pietro and his sons, 284, 

285 ; Alfonso, 296. 
Lomnie, Janin, 252. 253. 255, 327. 
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Longepied, L. E., 362. 

Longman, Evelyn B., 405. 

Longuer, Michael, 256. 

Lopez, Charles A., 402. 

Lorenxetto, 295. 

Lorenzo di Mariano, 277. 

Lorrain, Robert le, 310, 311. 313. 

Luccbesi, Andrea Carlo, 383. 

Luetkens, Hans, 375. 

Lukeman, Henry Augustus, 401. 

Lycia, Greek sculpture in, 05. 106. 

Lycians, 43. 

Lycius, 93. 

Lydians, 43. 

Lysippus, 109, 116-119, 128. 137. 149; 

Italian medal-maker, 278. 
Lysistratus, 119. 

Maccagnani, Eugenio, 350. 
Macdonell. Patrick, 379. 
MacGillivray, James Pittendrigh, 

386. 
Mackennal, Bertram, 386. 
MacMonnies, Frederick William, 398. 
MacNeill, Hermon Atkins, 401 ; Mrs. 

Hermon A., 405. 
Maderna, S., 300. 
Magni, Pietro, 349. 
Maitani, Lorenzo. 192. 
Majano, Benedetto da, 271, 286; 

Giuliano da, 286. 
Malines, Jean de, 335. 
Manship, Paul, 405. 
Mantegasza, Antonio and Cristo- 

foro, 280, 281. 
Marchand, Francois, 305. 
Marcus Aurelius. 161, 162. 
Marinas, Aniceto, 376. 
Marochetti, Charles, 356. 
Marqueste, L. H., 362. 
Marrina, il., 277. 
Marshall, W. Calder, 380. 
Martin, Spanish sculptor, 375. 
Martinez, E. R., 376. 
Martiny. Philip, 400, 401. 
Marville, Jean de, 212, 213, 214. 
Massegne, Jacobello and Pier Paolo 

delle, 195. 
Matheus, at Santiago de Compostela, 

243. 
Matzen, Herman N., 404. 
Mausoleum, 109, 120-122, 126. 



Mazzoiii. Guido, 278-280, 286, 302, 

305. 
McClure, J. C, 387. 
McGiU, David, 386. 
Mead, Larkin Goldsmith, 393. 
Mears, Helen, 405. 
Medes, 44. 

Medina, Sabino de. 376. 
Medon, 67. 
Meit, Conrad, 322. 
Mejnon, L6on, 367. 
Mena, Pedro de, 344. 
Menelaus, 136. 
Mercadente, Laurent, 256. 
Merci6, M. J. A., 360, 399. 
Messerschmidt, F. X., 326. 
Metzner, Franz, 375. 
Meunier, Constantin, 365 f., 374. 
Michael Angelo, 258, 276, 288, 289- 

295, 296, 298, 310, 311, 340, 341, 

342, 346, 372, 373. 379. 
Michel, G. F., 362. 
Michelozzo, 263, 269 f., 280, 282, 286. 
Michiel, Jean. 215. 
Middle Kingdom, Egypt, 14-17. 
Mikkiades. 63, 64. 
Millan, Pedro. 337. 
Millet. Aim«, 358. 
Mills. Clark, 390. 
Milmore, Martin, 393, 397. 
Minelli. Giovanni, 278 ; Antonio, 

278. 
Mino da Fiesole, 271, 272, 285. 
Minoan art, 54-58. 
Miwa, 418. 
Moderno, 278. 

Moitte, Jean Guillaume, 353. 
Moiturier, Antoine le, 214. 
Mone. Jehan, 330. 
Monserrat, Jose, 376. 
MontafLes. Juan Martinez, 343, 344. 
Montelupo, RafTaello da, 296. 
Montford, Paul R.. 387. 
Mora, Jose de, 344. 
Moreau, Mathurin, 361. 
Morel, Jacques, 215. 
Moreto, Giovanni, 339. 
Morey, Pere, 251 ; GuUlem, 251. 
Mosselmans, Jean, 253. 
Mota, Guillem de la, 254. 
Moynihan, Frederick, 401. 
Mozier, Joseph, 391. 
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Mudejar art in Spain. 246. 249, 252. 

255. 335. 337. 
Mugiano. Lorenso di, 304. 
Mulligan, Charies J., 404. 
Multscher. Hans, 321. 
Murray, Samuel. 403. 
Mussulman art in Spain, 240, 241. 
Mycenaean art, 54-58. 
Mycerinus, 8, 9. 
Myron, 67. 85-88, 93, 94. 

Nab(i-aplu-iddin, 30. 

Naldini. P.. 300 ; Lorenio, 305. 

Nanni di Banco. 196. 268 f. 

Naps, Russian sculptor. 377. 

Naram-Sin, stele of, 27. 

Naturalism, sec Realism. 

Navarro, Miguel, 255. 

Nebuchadnezzar. 30. 

Neo-Attic reliefs, 137. 

Nereid monument, 105, 106. 

Nesiotes. 78, 85, 86, 89, 113. 

Nevin, Blanche, 392. 

Ney. Elisabot, 394. 

Nicandra, 61, 63. 

Nicholaus, 183. 

Nicola (Nicold) Pisano, 1S4-187. 188. 

189, 257; di Piero Lamberti, 196; 

dell* Area, 279; d' Arezzo, 280, 

282. 
Nicoluso di Francesco. 339. 
Niconaus de Angelo. 180. 
Niehaus. Charles H.. 399. 
Nike of Paeonius. 84. 128 ; of Samo- 

thrace. 127, 128. 
Nino Pisano, 192, 193. 
Niobe group, 128. 
Nole, Jan and Robert de, 331. 
Nollekens, J.. 334. 
Normandy, school of. 197. 202. 
Nourichc. Guillaume de, 212. 

Obiols. Gustavo, 376. 

O'Connor. Andrew. 401. 

O'Donovan, William R.. 401. 

Old Kingdom, Egypt, 5 ; reliefs of, 
10, 11, 12. 

Oiler, Pere, 254. 

Olympia, sculptures of temple of 
Zeus. 77, 81-84. 113; Nike of 
Paeonius. 84, 128; Zeus by Phid- 
ias, 88, 89, 90, 91. 



Oms, Manuel, 376. 

Onatas, 68. 

Orcagna, 191 f., 257, 269. 

Ordofiei, Bartolome, 340. 

Osle, Luciano and Miguel, 376. 

Pacher, Michael, 323 f. 

Paeonius, 83, 84, 93, 94. 128. 

Pages y Serratora, F.. 376. 

Pagnucci, Jose, 376. 

Pajou, Augu8tin« 314, 350. 

Palmer, Erastus Dow, 390, 393. 394. 

Pampaloni, Luigi, 349. 

Parthenon, sculptures of, 94-102, 107, 
128. 

Partridge, William Ordway, 400. 

Pasiteles, 136, 137, 150, 154. 

Patigian, Haig, 405. 

Paulus, mediaeval sculptor, 181. 

Pegram, Henry A., 385. 

Pergamon, Pergamone art, 130-133. 
134. 

Periods, in Egypt, 2; of Greek art, 
58: of Byzantine art, 168 f . ; of 
mediaeval art, 174 f . ; of Gothic 
sculpture in England, 229; of 
Italian Renaissance, 257 f. ; of 
Indian sculpture, 407 f. ; of Chinese 
sculpture, 412 ff . ; of Japanese 
sculpture, 415 ff. 

Perraud, Jean Joseph, 356. 

Perry, Roland Hinton, 401. 

Persian sculpture, 43-47; after 
Alexander, 407. 

Perut, Jacques, 249 f. 

Pesquera. Diego de, 344. 

Peter, Victor, 361. 

Peterich, Paul, 375. 

Peynot, E. fi., 362. 

Peyrera, Manuel, 343. 

Phidias, 67, 83, 84, 86. 88-91, 93, 94. 
101. 

Phigaleia, sculptures from, 105, 121. 
126. 

Phoenicians, 47-49, 58. 

Phrygians, 43. 

Picard, Laurent, 253. 

Picturesque reliefs, 133, 154, 328. 

Pietro da Milano, 302. 

Pigalle, J. B.. 313. 314. 

Pilon. Germain, 308 f. 

Piquer, Jose, 375. 
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Pisa, Giovanni da, 277; Isaia da, 
285. 286, 295. 

Pisanello, 278. 

Piaano, Nicola, 184-187, 188, 189, 
257; Giovanni, 185. 186, 187 f., 
189. 191. 192; Andrea. 190. 191, 
192. 195. 257 ; Nino, 192, 193. 

PiaistratuB. 73, 74. 

Pitts, WilUam. 379. 

Poggibonsi. Giuliano da, 339. 

Polasek, Albin, 405. 

Poliaiuolo, Antonio del, 273. 

Polyclitus, 67. 85, 91-93, 94, 135, 136. 

Polydorus, 134. 

Polyeuctus. 127. 

Pomeroy. F. W.. 386. 

Poniano, Ponciano, 375. 

Porta, Fra Giovanni Angiolo della, 
296; Guglielmo della, 296; An- 
tonio, 304. 

Portraits. Egyptian, 5. 6, 7. 16. 18. 
19. 21. 22; Roman. 149. 154. 155, 
157. 159, 161. 162. 164, 165 ; in the 
fourteenth century. 212, 213; in 
Germany. 221. 

Portuguese sculpture. 337 f. 

Posene, Russian sculptor, 377. 

Potter, Edward C, 402 ; Louis, 402. 

Powers. Hiram, 389, 392; Preston 
and Longworth, 392, 396. 

Pradas. Juan Garcia de, 339. 

Pradier, James, 354, 356. 

Pratt, Bela L., 402. 

Praxias 93. 

Praxiteles. 109, 111-117. 119, 120, 
123. 128. 129. 133. 

Pr6ault, A. A., 358. 

Prehellenic art. 53-58. 

Prieur, Barth^lemy. 309. 

Primaticcio (Le Primatice). 305, 307, 
309. 

Prindale, Hennequin, 212. 

Priv6, Thomas, 212. 

Proctor, Phimister, 402. 

Provence, school of, 197, 202 f. 

Puech. Denys, 360 f. 

Puget, Pierre, 310. 311 f. 

Pujol, A., 345. 

Pyrgoteles, 285. 

Queirolo, 300. 

Quellin, Artus, 331, 332. 



Querela, Jacopo della, 275, 277, 279, 

290. 
Querol, AgusUn, 376. 
Quesnel, Nicholas, 304. 

Raggi. A.. 300. 

Ranucius, 181. 

Ranch, C. D., 370. 

Ravy, Jean. 212. 

Raymond du Temple, 212. 

Realism. 119, 212, 213, 215. 221. 223, 
224. 226. 301. 349 f.. 355, 356, 365 f ., 
373 f., 375 f., 417 f. 

Ream, Vinnie, 392. 

Rebisso, Louis T., 404. 

Rebours. Denis le. 304. 

Regnault. G.. 303. 

Reliefs, definition, xix; early Egyp- 
tian, 2. 3, 10, 11. 12; of Middle 
Kingdom. 16; of Empire, 20; 
early Babylonian, 24, 25; late 
Babylonian, 30; Assyrian, 31, 32- 
39 ; Persian, 44r-46 ; archaic Greek, 
64, 65, 66, 67, 68, 71, 72 ; various 
Greek, 106 f. ; on gravestones, 124 ; 
picturesque. 133, 154, 328; Neo- 
Attic, 137, 154 ; from altar of Nep- 
tune, 150 if. ; from cara Pads, 151- 
153, 154 ; of arch of Titus, 156 f. ; 
of Trajan. 157-159; in contin- 
uous style. 158, 159, 160. 163; 
Bysantine, 170-172; in England, 
230, 236, 237 fif. 

Religion and art in Egypt, 4. 

Renaudin, 305. 

Reynes, Jose, 376. 

Reynolds-Stevens, W., 385. 

Rhind. J. Massey, 400, 401 ; William 
Birnie, 386. 

Rhodes. 125. 134. 135. 

Rhoecus, 63. 

Ricci. Stefano. 348. 

Riccio, 278. 

Richier, Ljgier, 305 f . 

Riedisser, Wilhelm, 375. 

Riemenschneider, Tilman, 320 f . 

Rietschel, E. F. A., 370 f. 

Rimmer, William, 392. 

Rinehart, William Henry, 391. 

Ritiius, 198. 

Riviere, L. A. T., 362. 

Rizzo, Antonio, 283 f. 
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Roberts, Howard. 393. 394. 

Robbia. della, Luca. 191. 258. 266- 

268 ; Andrea, 268 ; Giovanni, 268. 

289; Fra MatUa. 268; Fra Am- 

brogio. 268 ; Luca di Andrea. 268 ; 

Girolamo, 268, 305 ; school of, 268, 

273. 339. 
Rococo. 300. 326, 346, 364, 365, 368, 

369. 
Rodin, Auguste. 362-364, 374, 375. 

386. 
Rodrigues, Andres, 376 ; Juan. 340. 
Roger-Bloch. 362. 

Rogers, Randolph. 391 ; John, 392. 
Roland, sculptor in the eighteenth 

century, 315; Philippe Laurent. 

353. 
Roldan. Pedro and Luisa. 344. 
Roman sculpture, 137, 148-165. 
Romanesque sculpture, 174-183. 197- 

203. 216-221, 227-229, 241-247, 

250. 327. 
Romano, Gian Cristoforo, 281, 286, 

295 ; Paolo, 285. 286. 
Romantic School, 348, 354 ff., 370- 

373, 380 f. 
Ron brothers. Spanish sculptors. 345. 
Rossellino. Antonio. 270, 271. 286; 

Bernardo, 270, 271. 
Rossi, M., 300. 
Roth, Frederick G., 402. 
Roubiliac, 334. 
Roudebush, John H., 402. 
Roux, Richard le, 304 ; Roulland le, 

304. 
Roveiiano, Benedetto da, 295, 304. 
Rubens, 332. 
Ruckstuhl, F. W., 400. 
Rudder, Isidore de, 367. 
Rude, Francois. 354 f., 356. 
Rudolfino, 181. 
Ruggles. Theo. 405. 
Rupy, Jean dc, 212. 
Rush. William, 388. 
Russia, modern sculpture in, 376 f. 
Rustici, Giovanni Francesco, 295. 
Rysbrack, J. M.. 334. 

Sagrera, Francesch, Guillem, Jaime, 

Juan, and Miquel, 253. 
St. Gaudens. Augustus. 394-396, 398. 

401 ; Louis. 401. 



Saint-Marceau, C. R. de, 3l^L 
St. Romain. Jean de. '2X2. 
Saintonge and Foitou. sehool of. t97„ 

201. 
Salte period. 22. 
Salvador, A.. ^45. 
Sal>'. Jacques, 350. 
Sammartino. 300. 
Sammuramat (Semiramis). 35. 
Samonoff , Russian sculptor. 37^ 
Samso, Juan. 376. 
Samuel, Charlee, 367. 
Sanctis, Andriolo de, 195. 
Sangallo. Francesco di. 295. 
Sanmarti. Medardo. 375. 
Sansovino, Andrea. 288 f .. 296, 330 ; 

Jacopo. 296. 298. 
Santiago de Compostela, 199. 229, 

241-243. 
Sarcophagi, of Mourners, 123; of 

Alexander, 125 f. ; from Sidamara, 

137 f., 167; Etruscan. 141-144; 

Roman. 160. 163. 165; Christian, 

163. 164. 165. 
Sardanapalus, «ee Asshurbaiiipal. 
Sargon, 27, 36, 37. 
Sarrasin, Jacques, 309. 
Sassanide kings, 44. 
Sassetta, Giovanni di Stefano, 276. 
Saxon sculpture of thirteenth cen- 
tury, 218. 
Scaligers, tombs of, 194. 
Schadow, J. G.. 369 ; Rudolf. 369. 
Scheemakers. P.. 334. 
Scheffauer. P. J.. 368. 
Schelde. Paul van der. 331. 
Schenck, F. E.. 386. 
Schievelbein. F. H.. 370. 
Schilling, Johannes. 371 f., 381. 
SchlOter, Andreas. 325. 
Schongaucr, Martin. 322. 
Schools of early mediaeval sculpture 

in France. 197 ff. 
Schwanthaler. Ludwig. 372. 
SchwarB. Hans. 322 : Rudolph. 401. 
Schwegerle. Hans. 375. 
Scopas. 109-111. 113. 118. 119. 120, 

122. 123. 
Scudder, Janet. 405. 
ScyUis. 67. 

Sclinus, metopes from, 66, 67, 80. 
Sennacherib, 37. 
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Septimiufi SeveniB, 162, 163. 

Sergell, J. T., 352. 

Serpotta, G., 300. 

Seurre, Bernard Gabriel, 356. 

Shalmaneser, 35. 

Shamshi-Adad, 35. 

Sheik el Beled, 5, 7. 59. 

Shrady, Henry M., 402. 

Siam, sculpture in, 411. 

Sicard, F. L., 362. 

Sicyon, sculpture at, 67, 68. 

SUoe, Gil de. 337. 

Simart, P. C, 361. 

Simmons, Amory C., 402 ; Franklin, 
393. 

Simonds, George, 381. 

Simonis, L. E., 364. 

Skodik, Antonin, 402. 

SlodU, Michel, 313, 314 ; Sebastian, 
313. 

Sluter, Claus, 212, 213, 214, 253, 327. 

Smilis, 67. 

Solari, Cristoforo, 281 ; Pietro, An- 
tonio, and Tullio, 284 ; Tommaso, 
349. 

Somaini, Francesco, 349. 

Sonnecte, Georges de la, 215. 

Soulas, Jean, 305. 

Sperandio. 278. 

St., see under Saint. 

Stackpole, Ralph W., 405. 

Stappen, Charles van der, 365, 367. 

Stebbins, Emma, 392. 

Stephanus, 136. 

Stevens, Alfred George, 379. 

Stone, difTerent kinds, xzi ; methods 
of work in, xxii-xxiv. 

Stone. Nicholas, 333, 334. 

Story, William Wetmore, 380, 392; 
T. Waldo, 392. 

Stoss, Veit. 254, 317. 

Straiza, Giovanni, 349. 

Strongylion, 93. 

Stuck, Franz, 375. 

Styppax, 93. 

Susillo, Spanish sculptor, 376. 

Swan, John Macallan, 383. 

Syrlin, Jorg, 321. 

Tacca, Pietro, 297. 
Taccone, Paolo, 285. 
Tadotoshi. 418. 



Taft. Lorado, 404. 

Talavera, Juan de, 339. 

Talpa, 278. 

Tankei, 417. 

Tantardini, Antonio, 349. 

Taschner, Ignatius, 375. 

Tatti. Jacopo, 296, 298. 

Taubman, Frank Mowbray, 386. 

Tauriscus, 135. 

Teflft, Carl E.. 402. 

Tenerani, Pietro, 348. 

Terra-cotta, xx; statues in Etruria, 

141. 
Texier, Jean, 305. 
Theed, William, 379. 
Theodes, 67. 
Theodoric, German sculptor in Spain, 

335. 
Theodorus of Samos, 63. 
Theroulde, Jean, 304. 
Theseum, sculptures of, 102. 
Thibet, sculpture in, 415. 
Thomas, E. E., 361; G. J., 361; 

Frederick, 387 ; J. Havard, 383. 
Thompson, Launt, 393. 
Thomycroft, W. Hamo, 381 f. 
Thorvaldsen, Bertel, 68, 348, 350 f., 

351, 352, 370, 372, 379, 389. 
Thrasher, Harry D., 405. 
Thrasymedes, 120. 
Tieck, C. F., 370. 
Tiglathpileser, 32. 
Tilden, Douglas, 404 f. 
Timotheus, 120. 
Titus, arch of, 156, 157, 159. 
Toft, Albert, 386. 
Tomagtiino, 304. 
Tomoyoshi, 418. 
Tordesillas, Caspar de, 342. 
Torrey, Fred, 405. 
Torrigiano, Pietro, 295, 333, 339. 
Toulouse, sculpture of. 199, 218, 229, 

241. 
Tours, school of, 302, 303, 304. 
Trajan, 157, 158. 159. 160. 
Tribolo (Niccol6 Pericolo). 296. 
Triebel, Frederick E.. 401. 
TriUes, Miguel Angel. 376. 
Trippel, Alexander, 368. 
Troubetskoy, Paul, 377. 
Tuaillon, Louis, 373, 374. 
TudesiUa, 342. 
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Turino di Sano, 276; Giovanni di 

Turino, 276. 
Turner, Alfred, 387. 
Types, of Egyptian royal portraits, 

7, 8; of early Greek statues, 59- 

63. 

Ulacrino, 278. 
Unkei, 417. 
Uphues, 373. 
Ur, sculpture at, 29. 
Ur-Engur, 29. 
Ur-Nina, 25, 26. 

Valenciennes, Johan of, 253. 
Valentine, Edward V., 403. 
Vallfogona, Pere Juan de, 253, 254, 

255. 
Vallmitjana, Agapito and Venancio, 

375. 
Vancell, Jean, 376. 
Van Rasbourg, 362. 
Vassalletto. 180. 
Vass6, 315. 

Vecchietta, Lorenxo, 276, 277. 
Vela, Vincenzo, 349. 
Venus (see Aphrodite), "genetrix," 

94, 136; of Cnidus, 114, 136; de* 

Medici, 115, 136; Capitoline. 115, 

135. 
Verbruggen, Pierre, 331 ; Pierre the 

younger, 332 ; Henri FranQois, 

332. 
Verlet, C. R., 362. 
Verrocchio, Andrea, 273-275. 284. 
Vicentino, Andrea, 285. 
Victorg (see Nike). 
Vigarni, FeUpe, 340, 341, 342. 
Vigne, Pierre de, 364, 365. 
Vilehes, Jose, 375. 
Villabrille, Juan Alonso. 345. 
Villanueva, Juan de, 345. 
VinQotte, Thomas, 366. 
Viscardo, Girolanio, 304. 
Vischer, Peter, 317. 318 f.. 324; 

Hermann. 318 ; Peter the younger, 

319; Hans. 319. 
Vittoria. Alessandro. 29S. 
Volk. Leonard, 392. 
Volkmann. Artur, 375. 



Vonnoh, Mrs. Bessie, 405. 
Vriendt, Cornells de. 330. 
Vries. A. de, 297, 325. 
Vulture-stele, 25, 27. 

Wade, George Edward, 386. 

Wagner, Peter, 326. 

Walker, NeUie, 405. 

Walter. Edgar, 405. 

Ward, Elsie, 405; John Quincy 

Adams. 392. 
Warner, Olin Levi. 394. 
Watts, G. F., 383 f. 
Weekes, Henry, 379. 
Weidenhaupt, 350. 
Weinman, Adolph Alexander, 401. 
Wells, Marion F.. 405. 
Werve, Glaus de, 214. 
Westmacott. Sir R.. 378. 
Westphalian sculpture of thirteenth 

century, 219 f. 
Whitney, Mrs. Anne, 394 ; Mm. 

Harry Payne, 405. 
Wiedewelt, Johannes, 350. 
Wiligelmus, of Modena, 182, 183; of 

Verona, 182, 183. 
Winckelmann. 346. 350. :U\H. 
Witte. Peter de. 325. 
Wohlgemuth, Mioha4»l. 317. 324. 
Wolflf, Albert, 370. 
Wood, Francis IX»rwent. 387. 
Wood, sculpture in. xxi. 
Woolner. Thomas. 380. 
Wrba, Georg. 374. 
Wren, Sir Christopher. 334. 
Wright. Mrs. Patience. 388. 
Wyatt. Richard John. 379. 

Xerxes. 45. 
Ximenes. Kttore, 349. 

Vandell. KiUd. 405. 
Yeiylu. 418. 

Zuniu. Viiaco do la. 3:)9. 
Zarcillo. Francisco. 345. 
Zengoro. 418. 

Zeus at Olympia. 88. 89. 90, 91. 
ZumbuNch. Caii|M«r. 373. 
Zutt. R. A.. 375. 
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